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‚book is about Disney character animation, an art 
n that created such world-famous cartoon figures 
as Mickey Mouse and Donald Duck. Disney anima- 
makes audiences really believe in those charac- 
, whose adventures and misfortunes make people 
nd even cry. There is a special ingredient in 
type of animation that produces drawings that 
to think and make decisions and act of their 
ition; it is what creates the illusion of life 
io other studio has been able to duplicate this most 
ant (but least understood) element in our films, 
ot be produced by money alone. When a pro- 
says he is going to make a **Disney-type"" film, 
think that full animation, nice color, and a 
€ budget are all that is needed. But Disney anima- 


, inevitably we 
leave out the names of many fine artists. We 
slighting anyone, but we regret even more hav- 

d a key scene in animation history or a 
sequence in a picture that would have helped 


years. Animators usually do not save the 
il sketches, character drawings, and experi- 
plans that reveal the most important stages in 
ng a personality or piece of business. In any 
se, the emphasis here is on the research rather than 
ple who did the drawings. 
e of the most rewarding parts of this project has 
n the interviews with old friends and colleagues, 


enabling us to gain perspective and insight on events 
that had gone whizzing by hack when we were ioo 
busy to notice or appraise. Occasionally one individ- 
ual disagreed with another over interpretation and even 
recollections, but, then, arguments were always daily 
occurrences when we were making the pictures. That 
was an important part of the team effort. 

Many will look to this book to teach them the secrets. 
of Disney animation so that they can become instant 
successes. Unfortunately, this craft cannot be learned 
by just reading a book, and not overnight under any 
circumstances. Our original intention had been to write 
a book on how to animate, hoping we could offer 
inspiration rather than something to copy, but as we 
did our research it became obvious that there was a 
greater need to record just how this special kind of 
animation had developed. Those times were unique 
and will never be duplicated; yet much of what was 
learned had been valid in the theater for several hun- 
dred years and continues to be valuable wherever there 
is communication with an audience, We felt that this 
wealth of knowledge in animation should be preserved. 

Ron Miller, executive head of all production at the 
Disney Studios, hoped to double the staff of animators 
by 1981, but he found, even after an intensive search, 
that **. .. there just aren't that many people capable of 
doing animation in the Disney style." What is the 
Disney style? Can it be explained? We hope so. This 
book is written for the student who wants to know how 
Disney animation was done; for the historian who wants 
to know why it was done that way; for the artist who 
has never realized the potential of animation as a pro- 
fession; for the general public who still wonders, 
“What really makes them move?” 

We hope that some readers will be stimulated to 
carry on these traditions and elevate this art form to an 
ever-higher level. 
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1. An Art Form Is Born 


“Animation can explain whatever the mind of man can conceive. 


B 
Man always has had a compelling urge to make repre- 
sentations of the things he sees in the world around 
him. As he looks at the creatures that share his daily 
activities, he first tries to draw or sculpt or mold their 
forms in recognizable fashion. Then, when he becomes 
more skillful, he att 


apts to capture something of a 
creature’s movements—a look, a leap, a struggle. And 
ulti he seeks to portray the very spirit of his 
subject. For some presumptuous reason, m 


need to create something of his own that appe: 
living, that has an inner strength, a vitali 
identity. 
cre 


a separate 
something that speaks out with authority—a 
ion that gives the illusion of life 


‘Twenty-five thousand years ago, in the caves of 
southwestern Europe, Cro-Magnon man made astound. 
ing drawings of the animals he hunted. His representa: 
tions are not only accurate and beautifully drawn, but 
many seem to have an inner life combined with a 


From the earliest days, man has tried to capture in drawings the living quality of the creatures around him. 


Walt Disney 


suggestion of movement 
been inundated with a 


Since that time, we have 
ists" attempts to shape some- 
thing in clay or stone or paint that has a life of itsown. 


Certain artists have achieved marvelous results: 
sculptures that are bursting with energy, paintings that 
speak with strong inner forces, carvings and drawings 
and prints that have captured a living moment in time, 


But none can do more than suggest what happened just 
before, or what will happen after that particular moment 
has passed. Yet, through all the centuries, artists con- 
tinued to search for a medium of expression that would 
permit them to capture that elusive spark of life, and in 
the late 1800s new inventions seemed at last to make 
this possible. Along with improvements in the motion 
and the development of a roll film 
capable of surviving the harsh mechanisms for project: 
ing its images, a new art form was born; animation, 


picture camer: 


By making sequential drawings of a continuing action 


y 


OS 


and projecting their photographs onto a screen at a 
constant rate, an artist now could create all of the 
movement and inner life he was capable of. 

An artist could represent the actual figure, if he 
chose, meticulously capturing its movements and ac- 
tions. Or he could caricature it, satirize it, ridicule it 
‘And he was not limited to mere actions; he could show 
emotions, feelings, even innermost fears. He could 
give reality to the dreams of the visionary. He could 
create a character on the screen that not only appeared 
to be living but thinking and making decisions all by 
himself. Most of all, to everyone's surprise, this new 
art of animation had the power to make the audience 
actually feel the emotions of a cartoon figure. 

What an amazing art form! It is astonishing that so 
few professionals have investigated its possibilities, 
for where else does the artist have such opportunities 
for self expression? There is a new excitement to the 
familiar elements of drawing and design when they are 
shown heroic size on a large screen, but, more than 
that, the addition of movement opens the way to almost 
unlimited new relationships in all areas. And the won- 
ders continue on into color. 

Even the brightest pigments on a painting can reflect 
back to the viewer only a limited amount of light 
‘Their apparent brightness is relative to itself, a range 
from dark to light of about 20 to 1. But with the light 
intensity of the projection lamp and a highly reflective 
screen, this brightness factor increases to an exciting 
200 to I—ten times as great! Just as the stained glass 
window had brought dazzling brilliance after centuries 
of relatively dull frescoes, the introduction of light 
behind the film made whole new ranges of color avail- 
able to the artist. Add to this the potential for building 
color relationships in sequence for stronger emotional 
response, and the artist has before him an incredible 
medium for self expression. But rewarding as anima- 


tion is, it is also extremely difficult, Still, once an 
artist sees his drawings come to life on the screen, he 
will never again be quite satisfied with any other type 
of expression. 

The unique challenge of this art form was aptly 
described by Vladimir (Bill) Tytla, first animator to 
bring true emotions to the cartoon screen. “It was 
mentioned that the possibilities of animation are infi- 
nite. It is all that, and yet very simple—but try and do 
it! There isn't a thing you can't do in it as far as 
composition is concerned. There isn't a caricaturist in 
this country who has as much liberty as an animator 
here of twisting and weaving his lines in and out 
But I can't tell you how to do it—I wish I could," 

Bill was speaking to a group of young animators 
who had been asking how he achieved his wonderful 
results on the screen. He answered simply, “To me 

"s just as much a mystery as ever before—sometimes 
1 get it—sometimes I don't. I wish I knew, then I'd do 
it more often 

“The problem is not a single track one. Animation 
is not just timing, or just a well-drawn character, itis 
the sum of all the factors named. No matter what the 
devil one talks about—whether force or form, or well- 
drawn characters, timing, or spacing—animation is all 
these things—not any one. What you as an animator 
are interested in is conveying a certain feeling you 
happen to have at that particular time, You do all sorts 
of things in order to get it. Whether you have to rub 
out a thousand times in order to get it is immaterial." 

Conveying a certain feeling is the essence of com- 
munication in any art form, The response of the viewer 
is an emotional one, because art speaks to the heart, 
This gives animation an almost magical ability to reach 
inside any audience and communicate with all peoples 
everywhere, regardless of language barriers. It is one 
of animation’s greatest strengths and certainly one of 


the most important aspects of this art for the young 
animator to study and master. As artists, we now have 
new responsibilities in addition to those of draftsman 
and designer: we pave added the disciplines of the 
actor and the theater. Our tools of communication are 
the symbols that all men understand because they go 
back before man developed speech 


Eù 
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Scientist and author Jane Goodall reports that even 
lesser primates, such as the chimpanzee, have a whole 
‘complex nonverbal communication based on touch, 
posture, and gesture These actions vary from 
an exchange of greetings when meeting to acts of 


submission, often with the arm extended and the palm 


turned down. When a top-ranking male arrives in any 


group, “the other chimps invariably hurry to pay their 
fespects, touching him with outstretched hands or bow 


their king 


ing, just as courtiers once bow 


Miss Goodall describes how a lone male passing 


mother and her family responded to h 


ting with 
d 
her infant, patting it gently on the head while it looked 


a touch, “as ghimp etiquette demands, then 


up at hi 
Some 
chim 


with big staring eyes. 


two hundred more signs that clearly display 


panzee emotions include preening, embracing, 
charging, kissing, and pounding. Chimps are apt to 


fling th 


r arms around each other for reassurance, 
throw things in anger, steal objects furtively, and 


scream wildly with excitement. Most of these ex 


pressions of feelings and language symbols are well 
known to man, whether they are buried deep in his 
subconscious or still actively used in his own com- 
municative behavior. 

Dogs, too, have a whole pattern of actions not only 
clearly understood by other dogs but by man as well. 
Even without using sounds, dogs can convey all of the 
broad spectrum of emotions and feelings, There is no 
doubt when a dog is ashamed, or proud, or playful, 
or sad (or belligerent, sleepy, disgusted, indignant). 
He speaks with his whole body in both attitude and 
movement 

The actor is trained to know these symbols of com- 
munication because they are his tools in trade. Ba- 
sically, the animator is the actor in animated films. He 
is many other things as well; however, in his efforts to 
‘communicate his ideas, acting becomes his most impor- 
tant device, But the animator has a special problem. 
On the stage, all of the foregoing symbols are accom- 
panied by some kind of personal magnetism that can 
communicate the feelings and attitudes equally as well 
as the action itself. There is a spirit in this kind of 
communication that is extremely alive and vital. How- 
ever, wonderful as the world of animation is, it is too 
crude to capture completely that kind of subtlety. 

If in animation we are trying to show that a charac- 
ter is sad, we droop the shoulders, slump the body, 
drop the head, add a long face, and drag the feet. Yet 
those same symbols also can mean that the character is 


tired, or discouraged, or even listless, We can add a 
tear and pinpoint our attitude a little better, but that is 
the extent of our capabilities 

The live actor has another advantage in that he can 
interrelate with others in the cast. In fact, the producer 
relies heavily on this. When he begins a live action 
picture, he starts with two actors of proven ability who 
will generate something special just by being together. 
There will be a chemistry at work that will create 
charisma, a special excitement that will elicit an imm 
diate response from the audience. The actors will each 
project a unique energy simply because they are re 
people. 

By contrast, in animation we start with a blank piece 
of paper! Out of nowhere we have to come up with 
characters that are real, that live, that interrelate, We 
have to work up the chemistry between them (if any is 
to exist), find ways to create the counterpart of chi 
risma, have the characters move in a believable 
ner, and do it all with mere pencil drawings 
enough challenge for anybody 

These problems would seem to create considerable 
difficulties for achieving the communication claimed 
for animation. How can it work so wonderfully? It 
does it in a very simple way through what we call 
“audience involvement. " In our own lives, we find 
that as we get to know people we share their expe- 
riences—we sympathize, we empathize. we enjoy. If 
we love them, we become deeply concerned about 


man- 
That is 


their welfare. We become involved in their lives 
We involve the audiences in our films the same 


way. We start with something they know and like 


This can be either an idea or a cha 
is familiar and appealing. It can be 


cter, as long as it 


1 every 


One has experienced, an emotional reaction universally 


shared, a facet of someone's personality easily reco; 


nized, or any combination of these, But there must be 


ig that is known and understood 


to achieve audience invol 


someth 


f the film is 


/ement 


In the great days of radio, there were many pro 


grams presented in such a special, intimate way that 


they drew the listening audience into the 


stories 


completely. The mystery programs were particularly 


good at this, using voices that reached out to you 


good sound effects: heavy breathi 


2 up close to th 


echoing footsteps, a creaky. door; you 


bound. The broadcasts were projected 
nto your imagination, and you made 


l. It was not just what you heard, it 


sounds made you believe and feel. It was 


actor's emotions you were sensing anymore. 
They were your emotions. 


capable of gi 


animation works in the same way. Itis 


ting inside the heads of its audiences, 


into their imaginations. The audiences will make our 


little cartoon character sad—actually 


far sadder than 
we could ever draw 


im—because in their minds that 
character is real. He lives in their ima; 
the 


ters and your stor 


nations, Once 


udience has become involved with your charac 


almost anything is possible 


For a character to be that real, he must have a per. 


Series successful, 
staff grows to 12. 


SOUND COMES IN 


TIME CHART 1923 to 1933 


1923 


1924 


1925 


1926 


1927 


1928 


Walt makes Alice's Wonderland ip Kansas City. In August. Walt comes to Hollywood. 
Contract for Alice series. Forms company with brother Roy. 


Joined by Ub Iwerks and friends from Kansas City. Turn out one picture a month, 


New contract for one picture every three weeks. Buy property on Hyperion Ave. Start buik 


Move to new studio on Hyperion. 


Complete last Alice film, start new series with Oswald the Lucky Rabbit. 


After 26 pictures. Walt loses rights to Oswald. Starts new series with Mickey Mouse. 


More space needed, 
building expanded. 


Staff increases to 30. 


New buildings added for 
animators, plus sound 
stage. 


Personnel passes 100! 


1929 


1930 


1931 


1932 


1933 


Nov. 18, Steamboat Willie opens in New York. 


Use of sound makes Disney's foremost cartoon studio. Animators from New York begin. 
First Silly Symphony—Skeleton Dance. Mickey's Choo Choo, animated train engine. 


Chain Gang, has dog that later became Pluto. 


Ugly Duckling. example of stronger stories. First layout man hired. 


Flowers and Trees, first cartoon in color. Start of art school at night. 


Three Little Pigs. Astounding success finances expansion and more study. Bottom of De 


and, preferably, an interesting one. He must 

ble as an old shoe, yet as exciting as a 

pring outfit. Spectators can laugh at a gag, be 
by a new effect, and be intrigued by some- 
completely fresh, but all of this will hold their 
for barely ten minutes. As Charlie Chaplin 
‚his own beginnings in the movie business, 

ile as I knew about movies, I knew that nothing 
ded personality.’ In addition to gags and 
is, there must be a point of entry through which 
nces can identify with the story situation, and the 
is through a character who is like someone 
known, He can be more heroic, or bigger 

v or "meaner than sin, " but basically he has 
an enough for the audience to understand 

d identify with the problems he faces in the 


great American mime and artist Angna Enters* 
give her class the assignment of writing a 


d under imagined circumstances, because it is 

n devoid of any interest whatsoever without 
ddition of personality. But once a strong person- 
introduced great possibilities suddenly become 


ready to leave. You have been urged to hurry 
just then you remember that you forgot to put 

cat out before leaving home! You must write a 
k note to your neighbor who has the key, asking 
care of things. Now, how would you write 


ized personality in the first place, you will 

unlimited bits of business to show all 

the character—the confusion, the panic, the 

, the inability to phrase words 

they make any sense, the flutter of imminent 
the desperation, 

Mr suppose the person writing the card is highly 

gnant because a computer insists that he has not 

certain bill and has just sent him his last notice. 

y the words must be chosen with care. The com- 

d the company that has been stupid enough to 

must be told off in no uncertain terms. There 

€ no recourse from the incisive accusations you 


are setting down. You could be gleeful, enjoying each 
cruel word. Or you could be triumphant as you think 
of better, stronger, more biting words. Or you could 
be trembling with rage at the whole idea of the terrible 
effrontery of this mechanical age. 

Suppose the writer were lovesick and writing to his 
dream girl—probably the third such note that mom- 
ing. A silly smile might become fixed on his face as he 
reveled in each sugary word. With half-closed eyes 
and heavy sighs, he would gaze into space seeing a 
momentary vision of her precious face. There would 
be kissing of the card when he was finished, even a 
reluctance to drop it into the mailbox until he had 
sighed one last time and kissed the beloved name just 
‘once more. 

It is easy to see how the development of an indivi- 
dual personality in a story situation can make even the 
dullest action become entertaining. In addition to the 
personality, however, there should be a change in the 
initial action that will enable an animator to show 
more than one side of this personality. The most inter- 
esting character in the world is not very exciting when 
sitting and listening to a symphony concert, Our true 
personalities are best revealed by our reactions to a 
change we did not expect 

‘Take a simple example of a golfer getting ready to 
make a crucial shot. He shows concentration and deter- 


[ 
, 
i 


mination as he prepares for the important swing, Then, 
suppose he misses the ball entirely. His true character 
will be revealed at once! If he is Donald Duck, he will 
fly into a rage and blame the ball. If he is insecure and 
nervous, he will blame the club and promptly break it 
over his knee. Or, if he is a popular amateur who has 
been off his game but has a sympathetic gallery trying 
10 encourage him, his response will be bitter dejes 
tion, and you will have pathos in your story. 

Our goal in these studies is to make the audience 
feel the emotions of the characters, rather than appreci- 
ate them intellectually. We want our viewers not merely 
to enjoy the situation with a murmured, “Isn't he 
cu-ute?”” but really to feel something of what the char- 


acter is feeling. If we succeed in this, the audience 
will now care about the character and about what hap- 
pens to him, and that is audience involvement, With- 
out it, a cartoon feature will never hold the attention of 
its viewers. 

The various aspects of what animation is, what it 
could do, and how it worked were learned slowly over 
the years, They were certainly not evident when the 
art form was first discovered, except in the epic works 
of Winsor McCay, the New York Herald's skillful 
cartoonist. Working essentially alone, he turned out 
several astounding films between 1911 and 1921, with 
some cartoon figures so convincing that he was accused 
of tracing them from photographs. In response, McCay 
drew a dinosaur for his next film, and, incidentally, 
discovered the importance of a cartoon character's per- 
sonality in establishing rapport with the audience 
Today his films are historic classics, but in their time 
they were not commercially successful, and that forced 
McCay to return to newspaper work. His creations 
were virtually forgotten for fifty years 

Others entering the animation field lacked McCay's 
awesome talents, and few attempted anything more 
than what was commercially acceptable. After all, in 
those early days, movies were still a novelty and car- 
toons were added to the program only for amusement. 
‘They were not an important part of the show, and very 
little money came back to the studios that made them. 
Audiences responded to the gags and preposterous sit- 
uations, so creative energies went into a search for 
different approaches, fresh angles, new tricks, rather 
than into making better pictures. When the men in a 


studio found a gimmick that was successful, they hung 
onto it tenaciously. Max Fleischer had his “Out of the 
Inkwell" series, and Pat Sullivan's studio produced 
Otto Messmer's films of “Felix the Cat." Animated 
comic strips, illustrated jokes, live action retimed and 
combined with drawings, and a variety of other efforts 
were made to assure contract renewal for a struggling 
studio. 

Of all the early pictures, only the films about Felix 
suggested the idea of giving a character personality, 
but his creators had failed to develop this past rudi- 
mentary beginnings, relying instead on visual tricks 
that got audience response. Nothing then gave a clue 
to what animation might someday become, and no 
promising artists were attracted to the studios. Most 
people felt that by 1923 just about everything had been 
done that was possible, and the exhibitors were looking 
in other directions for something new to keep their 
audiences laugh 

This was the situation when Walt Disney entered 
the field, and he was not an immediate success. In 
fact, it is even surprising that he was able to get a 
tochold in this tough business of limited contracts and 
tight money. But Walt was a fighter and had great 
determination; he was no aesthetic artist living in a 
dream world. As he said, “I have been up against 
tough competition all my life. I wouldn't know how to 
get along without it." Any man with Walt's talents 
but without his spirit and tenacity would never have 
made it. 

There were constant battles, many defeats, endless 
disappointments: he lost the rights to his cartoon char- 
acter, his staff, his contracts. And then when he finally 
began to achieve a bit of success, his studio became a 
prize to be taken over one way or another, or run out 
of business! Union jurisdictional problems plagued him 
as he developed new techniques, new equipment, and 
mew ideas in entertainment. Yet through it all he never 
lost his love for people or his faith in their judgment. 
“I am interested in entertaining people, in bringing 
pleasure, particularly laughter, to others, rather than 
being concerned with “expressing” myself with obscure 
creative impressions.” 

Through those first years, Walt and his brother Roy" 
struggled alone against the people who controlled the 
movie industry. In later decades when Wal's back 


was to the wall he had the strong support of his staff, 
whose loyalty and dedication to both their boss and 
their work kept them making sacrifices through days 
of uncertainty. When it came right down to it, most of 
us were more interested in keeping animation alive 
than we were in making money. We were beginning to 
sense the magnitude of the art form that we were 
discovering, and its potential held us like a magnet, 

Walt was basically a communicator, and in the ani- 
mated film he found astounding potential for expressing 
his ideas. The cartoon drawing always had been a very 
simple and direct graphic form, and whether it was for 
social comment or just amusement it had to present a 
unified, single idea with nothing complicated, extra- 
neous, or contradictory in its makeup. When the car- 
toon was transferred to film these elements still applied, 
and nothing was drawn that was not part of the idea. 
Background, costume, character, and expression were 
all designed for a succinct statement. Behind the char- 
acter there was only a horizon, or a house, or a rock to 
run into, but that was all 

To include only objects that were needed for the 
idea became the basis for a language of drawings on 
film. Walt took to this naturally, and if any of his staff 
introduced something wrong or confusing or vague, 
he was quick to notice and to educate the offender, 
Walt gradually added the more sophisticated graphic 
symbols of acting, presenting complicated ideas that 
had to be understood very quickly. We used to indi- 
cate how successfully drawings communicated these 
thoughts by saying that they either “read” or “didn’t 
read. " John Hench,’ one of the studio's most gifted 
artists, said “We don't really know how much we 
learned here about using images to communicate—to 
develop a kind of visual literacy." At the time, none 
of us thought in those terms or stopped long enough to 
gain perspective on what was happening. The language 
of imagery was emerging as a separate art form of its 
‘own, requiring skills and disciplines different from 
those of related crafts. Not every artist could master the 
demands, and most failed to realize that they were 
involved in something quite different and exacting. 

“I think this is a little hard for people to under- 
stand,” John continued, “the fact that you are devel- 
oping a kind of language, and a very precise one. 
They figure that graphics are not precise at all—they re 
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just sort of decorative, they're pleasant to look at, 
they're aesthetic—instead of understanding what the 
basic thing is about "image." I don’t know how else 
anyone could get this except in motion pictures, and, 
particularly, in cartoons—you sure don’t get it in an 
art school.” 

Itis impossible to judge the films that were made, or 
the animation that was done, or even what is worth 
preserving in the methods that were used, without an 
understanding of this language of imagery that spoke 
so clearly from the screen—not drawings by themselves 
‘or paintings or isolated antics, but the visual symbols 
‘of communication. When the outstanding violinist Isaac 
Stern was asked the difference between the great and 
the truly great, he replied, "The ability to communi- 
cale," It is the key ingredient in every art form and 
certainly the great strength of Walt Disney's genius. 

Walt was also a gambler when it mattered most. If 
he believed in an idea, he would risk absolutely every- 
thing to get it before the public. But he was also prac- 
tical enough to work with what he had, rather than 
wait for what he wished he had. He would say, “I 
don't know if it’s art, but I know I like it," and he 
felt intuitively that if he liked it the rest of the world 
‘would like it, too—if only he could find the right way 
to present it. 

Walt had a restless nature and never liked to do the 
same things twice. As he said of himself, “I can never 
stand still, I must explore and experiment. I am never 

satisfied with my work. I resent the limitations of my 

own imagination." Where others felt lucky if they 
could hang on to what they had, Walt was constantly 
searching for new ways, better ways, and, especially, 
ways that his small group of artists could handle. As 
many of them agreed in later years, “One of Walt's 
greatest gifts was his ability to get you to come up 
with things you didn't know were in you and that 
you'd have sworn you couldn't possibly do!""* 

As the audience response verified Walt's convic- 
tions about entertainment, he was able to fight for 
better contracts that brought in a little more money 
Now he could begin to add to his staff men who had 
been better trained and artists who had a greater vari- 
ety of talents. The Depression had begun, and young 
artists were faced with a bleak future, if any at all, in 
the commercial fields. The only two places for employ- 


ment were the government-financed WPA and Dis- 
ney's. In ten years the studio went from the raw vital- 
ity and crude, clumsy actions of Steamboat Willie to 
the surprising sophistication and glowing beauty of 
Snow White. Together we at the Disney Studio had 
discovered many things about communicating with an. 
audience. We were still to learn much more, 

We continued to experiment with many approaches 
to filmmaking and different uses of animation, from 
“stop motion" with cut outs, limited movement, 
stylized design, puppets, and 3-D, to the full cel ani- 
mation, Whatever the method, the pictures that got the 
biggest response in the theaters were always the ones 
that achieved audience involvement by telling definite 
stories through rich personalities, 

It had begun with Mickey and Pluto, a cartoon boy 
and his dog, who appeared to think and suggested the 
spirit of life. Then, the “Silly Symphonies" portrayed 
emotions in their characters, and there had been a 
feeling of life. Finally, in the telling of feature-length 
tales about specific characters who were convincingly 
real, the full illusion of life was achieved. 

‘The illusion of life is a rare accomplishment in ani- 
mation, and it was never really mastered anywhere 
except at the Disney Studio. Of all the characters and 
stories and exciting dimensions of entertainment to 
come from that incubator of ideas, this is the truly 
unique achievement. This is what must be examined 
and explained, understood and appreciated, taught to 
others and passed on to the animators of the future. 

It came from new ways of thinking, ways of making 
a drawing, ways of relating drawings to each other—all 


the refinements in this language of imagery. But it 
also came from new ways of looking at stories. Ours 
“were not written down in the usual way; they were 
wn, because a few stimulating pictures could sug- 

est far more about the potential entertainment in an 
‘episode than any page of words. More than that, our 
were kept flexible until long after the first ani- 
mation had been done. Often a whole new character 

ould appear from nowhere and take over the story. 
en we started Snow White, there was no Dopey in 
cast, Pinocchio had no Jiminy Cricket, and Bambi 
no Thumper, All of these characters evolved as 
pictures developed. As Walt said, **The best things 
‘in many of our pictures have come after we thought 

he story was thoroughly prepared. Sometimes we don't 
get close to our personalities until the story 


‘was never too late to make a change; nothing was 
set as long as the possibility existed that it could 


d to build interesting, appealing characters, but 
of all we worked to find ways to make the audi- 
{feel the emotions of the animated figures— 
otions the audience could “relate to, identify with, 
ind become involved in."" 

All of this took study and desire and knowledge and 
inspiration and months of selection and building, but 


arrisr. Ward Kimball. 


exercise of constant critical judgment. That is why the 
world's greatest mime, Marcel Marceau, says of his 
‘own work, “It takes years of study. You can't just 
walk out on the stage and do it.” 

Marcel Marceau also said that his teacher, Etienne 
Decroux, had told him that the principles of communi- 
cation with an audience were the same ones in use 
2,000 years ago; they had been handed down from 
teacher to student ever since. The entertainer's "sym- 
bols"* that bring audience identification and arouse 
sympathetic feelings, as well as techniques used to 
portray emotions, to please, to excite, to captivate, and 
to entertain, have always been known by some. At 
Disney's we learned them painfully and slowly by trial 
and error. Although we had the greatest of leaders, he 
was not strictly a teacher. Still, by learning the rules 
this way we learned them thoroughly, and sometimes 
we think we may have added a few footnotes of our 
own to the historic lore of the theater. 

Most of our work has been in only one small part of 
the vast field of animation. There are so many areas to 
be explored, drawings to be tried, emotions to be cap- 
tured, effects to be created, new wonders to be seen, It 
is an exciting prospect. With electronic aids being 
perfected and new tools and materials being used, who 
can possibly foresee what lies ahead? It probably will 
not be another Walt Disney who will lead the way, but 
someone or some group of artists will surely discover 
new dimensions to delight and entertain the world, 
Hopefully, this book will be their springboard, 
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2. The Early Days 1923-1933 


"At first the cartoon medium was just a novelty, but it never really began to hit until we had more than tricks . . 
until we developed personalities. We had to get beyond getting a laugh. They may roll in the aisles, but that 


doesn't mean you have a great picture. You have to have pathos in the thing." 


When Walt Disney first came to Hollywood he had no 
intention of continuing to make animated cartoons. He 
had done that kind of work in Kansas City, achieving 
only meager success with his Laugh-O-Grams and none 
at all with his first film, Alice's Wonderland. Now he 
wanted to try something that offered a greater outlet 
for his continuous stream of creative ideas: Walt in- 
tended to be a movie director in one of the big studios 
It was only after his money ran out and he was yet to 
be appreciated by the major producers that he was 
forced to return to the one thing that previously had 
paid his bills. Disappointing as this must have been for 
Walt, it was extreinely fortunate for everyone else 
Although he was interested in many different aspects 
of the entertainment world—as he demonstrated in 
later life—animation was truly the perfect outlet for 
his special imagination and sense of fantasy. Still, the 
year 1923 was a particularly bleak one to be entering 
that field. 

Asa showcase of his work, Walt had one completed 
film, Alice's Wonderland, and when he sent it off to 
a cartoon distributor he was surprised to receive, in 
return, a contract for twelve more films. This was a 
startling beginning, and if one planned films carefully, 
watched expenses, and cut every conceivable corner, 
it was possible to make a profit. But Walt was not 
interested in cutting corners. It was typical of him that 
anything he went into had to be the best, and not just 
the best of what was currently being done, but the best 
it was possible to do. This always made the job of 
pleasing him very difficult, since the drawing that had 


Walt Disney 


been praised on Tuesday was regarded as only a step- 
ping-stone to something better on Wednesday. 

All his money went into films and the development 
of a studio, as Walt began collecting a staff likely to 


grow along with him. Ben Sharpsteen, first of the 
animators to come out from New York, said, “I needed 
a job with a future, and I did not see a promising 
future at these other studios, But Walt was different 
His high regard for the animation medium and his 
determination to produce a superior product greatly 
appealed to me." Walt had no idea then what those 
superior pictures might be or how he would go about. 
making them; he had no plans and no specific stories, 
just the conviction that they were going to be the best. 
cartoons anyone had ever seen. 

Of course, this was not a new or unique aim. Many 
of the men in New York had tried constantly to improve 
the quality of animation. Art classes in the evenings 
were furnished by Raoul Barré at his studio to help 
improve the drawing ability of his artists. Occasion- 
ally, an animator would have an opportunity to study a 
specific action carefully, and everybody would be awed 
by the animation that followed. Still, it was difficult 


Before the days of real- 
ism, Oswald's arms merely 
grew until he could reach 
his objective. 


for the average cartoonist really to know how to im- 
prove his work. The fun of animating, of doing gags, of 
thinking up funny business took precedence over the 
long-term, seemingly distant rewards of self-improve- 
ment. In many cases, the aspiring artist whose curios- 
ity kept him seeking more and more knowledge often 
found himself the subject of ridicule from his co- 
workers. Bill Tytla was asked, **What the hell do you 
want to go to art school for—you're animating, aren't 
you?" 

They could not know it at the time, but actually 
there was little chance for these cartoonists to improve, 
given the type of material they were animating. The 
spot gags, stereotyped figures, absence of personality 
in the characters, and slipshod method of working 
gave the artists little opportunity to use any new-found 
knowledge. Even the greatest of animators would have 
withered under such limited demands. This is as true 
today as it was then: there must be story business tha 
calls for good animation or there will be no well- 
animated scenes, 

In 1923, the animated figure was moved as little 
possible in a cartoon, and then only to reach the loca- 
tion for the next gag. If his feet went up and down, he 
was walking. If they went up and down fast, he was 
running. As often as possible, the animators cut to a 
scene with the characters in place to “*pull the gag," 
and then cut away afterward to the next setup. How 


the gag was staged was very important and given care- 
ful thought, but the movement was considered more a 
chore than an opportunity for entertainment, There 
was no attempt either to imitate real action or to c 
cature it. Better work had been done earlier, especially 
by Winsor McCay. but no one knew how it had been 
done. A few wished to improve, but where could they 
study? Who could teact 

It was even more difficult for beginners to learn 
what tricks already had been discovered. The lead 


animators guarded their secrets carefully, never re- 
vealing their private devices to anyone. What you 
learned you had to learn by yourself as best you could. 

At Walt's studio it was different. He insisted on an 
‘open atmosphere where each artist shared his views 
and discoveries. If one man made a drawing Walt 
liked, he called everyone together to point it out. Or if 
an action seemed clumsy or poorly staged, he would 
direct the artist immediately to get help from a stronger 
man, All the desks were in one large room at the time 
(which encouraged discussions of one type or another 
anyway), so the animators talked about their art and 
their problems and what the future of the studio might 
be. Even in those days, Walt was moving so fast into 
uncharted areas that his men were hard put to keep up 
‘with him. No one could deny that Walt was exceed- 
ingly stimulating and exciting to be around 

There was another factor besides talent and ability 
that was to play a major part in Walt's success. It was 
his background as a farmboy living close to the soil 
and working with animals, which had given him a 
philosophy and approach to entertainment with a u 
Versal appeal. He never put on airs, was always si 
cere and honest, and these basic values permeated his 
work. Although his tastes have been called mundane 
by some, he always sought quality and style. Walt 
said that he wanted his pictures to reflect the “feeling 
of happy excitement 1 had when I was a kid." And 
that spirit flowed through all the projects he touched 

‘There was one last custom that enabled the Disney 
animators to forge far ahead, and this seems to have 
been quite accidental, They used pegs at the bottom of 
their drawing boards to hold their work in place, while 
in the East top pegs always had been the rule. It had 
seemed logical to put the pegs at the top of the board, 
out of the way of the artist's hand, and no one recalls 
why Walt started to use bottom pegs back in Kansas 
City. No one knows why Ub'Iwerks? and the other 
early animators continued to put up with the little 
obstructions that continually nicked their wrists and 
hands, but without this chance procedure animation 
might never have developed into a vital, forceful, and 
varied art form. 

The reason for this is more subjective than literal 
Drawings can be made almost as easily with either top 
‘or bottom pegs, and, while relationships in the action 


are more difficult to see when the paper is held at the 
top, much of the action can be portrayed almost as 
well, But there comes a time when the drawings are 
near completion that it is necessary to “feel” the life 
supposed to be in them. This can be done only by 
“rolling” the drawings back and forth, with one fin- 
ger between each of any five drawings. The action is 
checked forward and backward in minute detail or in 
broad relationships. Drawings 12 frames apart can be 
checked against each other to see whether they really 
give the illusion of the action wanted, and then all the 
subtler secondary actions can be studied frame by 
frame. 

A whole stack of drawings can be lifted off the pegs 
and flipped in sequence to give a good check on the 
overall scene, but the only way an animator can tell if 
his character is acting as the scene was conceived is to 
roll the drawings while feeling the action in his own 
body. Usually the animator tries to feel the action as 
he makes the initial drawings, and many a night he 
goes home with a stiff neck or a wrenched back after 
animating a dog in a quizzical look or a startled duck 
whirling about in astonishment. It is possible to do a 
very nice scene simply through careful planning and 
hard thinking, but without being able to roll through 
the drawings it is impossible to get that extra juice that 
produces the illusion of life. 

This “rolling” action became so important during 
the mid-thirties that many an artist tried to enlarge his 
capabilities of handling more than a mere five draw- 
ings at a time. Many tried to involve both hands in the 
procedure, but that lost them the possibility of making 
pencil corrections or additions at the same time, unless 
they had been trained to draw with their teeth. Even 
that was attempted. Those were days of invention and 


enthusiasm—nothing was impossible. 

Walt had grown up watching the great vaudeville 
acts of the time, acts that had taken years to perfect 
before an audience, among them “Willie, West and 
McGinty’ and “Joe Jackson and his bicycle," and 
also the work of the great clowns like Emmett Kelly. 
Walt admired Chaplin and the other film comedians, 
Keaton, Lloyd, and Langdon, and he quickly under- 
stood a basic truth of comedy: the personality of the 
victim of a gag determines just how funny the whole 
incident will be. For instance, falling into an open 
manhole is not funny in itself. A little old lady trying 
to sell her last bunch of violets would get a very con- 
cerned response to such a tumble. An eager Boy Scout 
who fell while demonstrating courtesy to his troop by 
helping a little girl across the street might draw some 
chuckles, as long as he was not hurt by the fall, But an 
arrogant construction boss who had just ridiculed some 
worker for not watching what he was doing would be 
certain to get a laugh. Marcel Marceau used a simpler 
example: if a dignified man slips on a banana peel, it 
is funny. If it happens to a man who is down and out, 
it is not. 

Walt also realized that it was better to build on a gag 
and let the situation develop than to move quickly to 
another gag. And most important of all, the thing that 
really got to an audience was their knowing how the 
character on stage felt about what was happening to 
him: the “looks” at the camera, the “burn,” the rage, 
the helpless stare, the bleak expression, Laurel and 
Hardy used these reactions extensively, and Edgar 
Kennedy was well known for his burn of mounting 
anger. Years later, Jack Benny became famous for his 
ability to provoke sustained laughter by merely looking 
blankly out at the audience. Of course, the situation 


had to be built very carefully and cleverly for this 
business to be effective, but the humor of the situation 
lay in the look on Benny's face and the knowledge of 
how he felt. 

Other comediank knew the value of this device. 
Walter Kerr in his book, The Silent Clowns," points 
‘out that Chaplin took care to establish himself as one 
of us, as belonging to the world of the audience rather 
than the characters on the screen. He shared every- 
thing with us—from delight to distress—and this is the 


Mickey's acting shows 
Walt's great interest in per- 
sonality and the challenges 
he gave to his animators, 
Ub Iwerks made the layout 
and Walt described the em. 
barrassed attitude wanted 
in the scene. 


In the twenties, emotions 
were shown in a very ele- 
‘mental way. Mickey ex- 
presses anger and disgust 
in Steamboat Willie. 


quality that Walt intuitively reached for even before 
the days of Mickey Mouse. 

In his first films, the characters look at the camera 
and shrug, or have an embarrassed, toothy smile, or 
register consternation with worried brows and sweat 
pouring off their faces in a stream of droplets. To 
those of us who knew Walt, it was obvious that he had 
acted out each situation and, crude as that early anima- 
tion was, we could visualize him up there showing 
how it ought to be done. 

Walt's gags were intrinsically no better than any 
other studio's, but they were staged better, with more 
care taken to establish the situation. There was more 
concern for detail, for building comedy, for making the 
gag pay off, but, most important, for understanding 
the feelings of the characters involved in the gags. The 
desolation when things went wrong, the happy, bouncy 
walk when things went right, annoyance with indigni- 

ination, scheming, fear, panic, compassion 
—these were things that could be animated! This was 
acting, and it gave the animator a chance to use his 
medium effectively—in timing, in caricature, and in 
action. Animation began to come alive, and when the 
audiences recognized familiar situations they began 
to identify with the characters" predicaments. They 
laughed harder and remembered. 

When Reader's Digest wanted a biographical sketch 
written on Walt, the magazine hired Richard Collier, 
who already had two successful credits in this field, 
‘one on Mussolini and the other on Captain Booth of 
the Salvation Army. While at the studio, Collier was 
asked if there was anything at all that these three men 
had in common. His answer was a quick and definite 
affirmative. “All of them had the ability to get other 


( 


people to work for them, and not just a few friends but 
many people of diverse interests and backgrounds, 
very unlikely people, all working with each other for 
this one man!” Years later when Walt was asked what 
he considered his greatest achievement, he replied 
simply, "Building an organization and holding it. " It 
was a real accomplishment. 

Walt had started with the amazingly talented Ub 
Iwerks and a few friends from Kansas City, but none 
of them really knew anything about animation or how 
to make a film, He had picked up one or two young 
fellows working around Hollywood, but it was not 
until he was able to bring out men from the New York 
studios that he finally had some professionals to help 
improve the product. Typical of Walt, he told them 
what to do right from the start. 

Wilfred Jackson, who had come to the studio in 
1928, recalled their reaction, “Some of them felt he 
was a little rough with them at times. Walt could make 
you feel real bad when he wanted to, I don't remember 
them rebelling when he told them to do it different, or 
asked for better animation. . . . Walt was a very per- 
suasive individual and a very inspiring person and he 
had the ability to make you want to do what he wanted 
you to do.” 

These early animators were not artists as much as 
they were entertainers. But the field of entertainment 
is wide, and any thought that it refers only io humor is 
very limiting, Walt's ideas of entertainment went far 
beyond gags: he sought the new, the novel, the unex- 
pected, the beautiful, and the colorful situation with 
warmth, Instead of thinking of cartoon material as 
being “entertaining,” one might find a better concept 
in the word “captivating.” Audiences have to be 


sed, absorbed, involved, taken out of them- 
made to forget their own worlds and lose them- 
ours for cartoons to succeed. Walt had to find 
themselves yet easily recog- 

as something familiar, gags that were plausible 
though very imaginative, situations that were 


| could hold an audience, and to Walt they added 

one simple approach—a caricature of realism. 

be endlessly innovative, exploring all facets 

entertainment world, as long as he remembered 

to captivate the audience by making it all 
ble—by making it real 

As far back as I can remember, * Wilfred Jackson 

"Walt wanted his drawings that were animated 

to be real things that had feelings and emo- 

d thoughts, and the main thing was that the 

would believe them and that they would care 

ed to them . . . and he used to stress 

1 think 

alt was initially inspired by animation that 

d personality, The strong impression that it made 


of our early pictures; Walt recognized the value 
rsonality animation and he stressed it in story 


‘animation, the work done in the twenties was 
crude, but the animators never failed to 
nt the point of the scene clearly, and they chose 
symbols to show the attitudes of their figures. 
there was no weight, no attempt at anat- 
shoulders or spines or bones or muscles. The 


story points called for no analysis of anything beyond 
the staging of the business. It is small wonder that 
Walt started asking for realism. If an arm had toencir- 
cle a large object, it merely was stretched until long 
enough to do the job. If Mickey was supposed to 
beckon to Minnie, the shortness of his arm made the 
hand look as if it were scratching his nose, so the ani- 
mator simply drew the arm long enough to get the hand 
clear of the head, out where the gesture could be seen, 

‘One day, almost by accident, someone made a series 
of drawings that looked far better than anything done 
before. Each drawing had so close a relationship to the 
one preceding that **one line would follow through to. 
the next.” Les Clark, who had come to the studio in. 
1927, told of how amazed everyone was that just mak- 
ing the lines flow through each drawing in a series 
could make such a difference. Instead of the staccato 
action produced by a group of poorly related draw- 
ings, suddenly there was a pleasing smoothness that 
led the eye from drawing to drawing. ‘This was really 
an exciting thing that we discovered" 

Many problems could not then be solved. Everyone 
knew that it was necessary to get a feeling of weight in 
the characters and their props if ever they were to be 
convincing, but just drawing a figure large has nothing 
to do with how heavy he is. A weather balloon is quite 
large. The animators sensed that the key to the illusion 
of weight lay in the timing and how far a character 
moved and how fluid the action was, but it was not 
until they were able to study live action films that the 
solution finally was found. Once the secrets were 
discovered, the animators wondered why the problem 
had been so difficult, but in those days the answers 
had eluded them. 


-If an animator's drawings finally reflected a more 
Bata vay of moving, Walt would be likely to say, 
“Your guy just moves in and he's there. . . . I don't 
see him do anything. Y'know, a guy can be funny the 
way he does things. Look at your comedians and 
clowns, they've all got funny ways they walk or funny 
liming—there's something there. We oughta be looking 
or entertaining ways of doing things, We don’t want 
lo get straight, y'know—we're not copying nature!" 
*Caricature”” and exaggeration?” were two favor- 
le words to stimulate the animator's approach to his 
These words could be misinterpreted as a request 


, “Look, you're not getting the idea of 
we're after here!”” The action had to be based on 


is being done in different scenes. And when the 
imator felt he was getting close to handling that 
sclly, he encountered another admonition, "You're 


g because the character is all over the place.” 

‘An animator had to choose the best action for the 
pot in the picture, refine it to the simplest statement, 
it the best he could, make the drawing work for 


‘or mime has to consider constantly. But those 
early animators were just beginners. As one recalled 
It didn't matter how many times you 
it over, Walt had to get what he wanted. "* 
‘Signs were made to help animators remember what 
ey had learned: \ 


“Don't confuse them. Keep it simple.” 

“Too much action spoils the acting.” 

lushy action makes a mushy statement. " 
“Say something. Be brave.” 

‘One man had a sign, "Why would anyone want to 
look at that?" which was a constant reminder that he 
should be sure he was putting something up on the 
screen that was worth another person's time or money 
to watch. Whenever he thought he had a great idea, 
that sign seemed to ask, “Really now, would anyone 
other than your mother like it?" 

Many authors have reported that animation was the 
‘one thing that Walt could not do. As he himself realized 
quite carly, plenty of other artists could draw better 
than he, but none of them seemed to have his wealth 
of ideas or the knowledge of how a piece of business 
should be presented. This gradually caused him to 
give up his own drawing board to concentrate on the 
areas of his greatest talents. At one point, he set up a 
table in the middle of the animators’ room and had 
them bring their scenes to him when they were done, 
Studying the action, Walt called for new drawings 
where necessary and timed the scenes so they would be 
most effective. He corrected staging and expressions 
and was quick to educate those working with him. 
Years later, he admitted, “The fellows who work near 
me catch a lot of hell!” 

As a matter of fact, Walt could animate as well as 
any of the men he had working on the Alice series, 
with the exception of Ub Iwerks who was in a class by 
himself. For five frustrating years, from the “Alices” 
to the more successful "'Oswalds," Walt sharpened 
his own thinking while trying to educate his staff, but 
he got minimal results. Then in 1928, Charlie Mintz, 
the distributor of Walt's popular Oswald the Lucky 


Rabbit cartoons, took over the rights to the main char- 
acter and hired away all but four members of Walt's 
animation staff. It seemed like a disaster at the time, 
but actually it opened the way for a new group of ani- 
mators who would soon help animation grow into a 
surprising art form. Les Clark commented about the 
men who had gone with Mintz: “These animators left 
the studio when Oswald left and they were not the 
group who later animated on Mickey. I think the devel- 
‘opment of animation started with the Mickey anima- 
tors, inspired by Walt's interest and enthusiasm." 
At this point, Walt’s understanding of the mechan- 


ies of animation began to fall behind. Some felt hat he 


merely lacked the patience ever to master the art of 
relating drawings to each other, Probably he lacked the 
particular talent to see the movement in drawings as he 
flipped them. It is a special ability, and many of the 
artists simply did not have it, Whatever the reason, as 
the techniques of animation progressed, Walt under- 
stood less and less of how it all worked. He knew the 
ingredients a scene should have and what the acting 
should be and what could be done with a scene that 
was not quite working, but he could not sit down at a 
desk and make the drawings that would demonstrate 
his ideas. It was an increasing mystery to him and, in 
some ways, an area of annoyance, since it was some- 
thing he could not control or shape into something 
new. He was forced to rely on others 

This led Ben Sharpsteen to claim that, “Animation 
was developed far more by the animators themselves 
than by Walt." This is true of the specific techniques 
that advanced the art, but this advancement would 
never have occurred without Walt. As Les Clark said, 


* The animator had to wrestle with 
the problem of how to make the drawings work prop- 
erly, but without Walt’s drive it is doubtful that any of 
them would have tried so hard or learned what to do. 

Walt introduced two procedures that enabled the 
animators to begin improving. First, they could freely 
shoot tests of their drawings and quickly see film of 
what they had drawn, and, second, they each had an 
assistant learning the business who was expected to 
finish off the detail in each drawing. Walt was quick 
to recognize that there was more vitality and imagina- 
tion and strength in scenes animated in a rough fash- 


ion, and he asked all animators to work more loosely. 
The assistant would “clean up" these drawings that 
looked so sloppy. refining them to a single line that 
could be traced by the inkers onto celluloid. The as- 
sistants became known as “clean-up men," and the 
animators developed one innovation after the other, 
achieving effects on the screen that no one had thought 
possible. In some cases, the drawings were so rough it 
was difficult to find any cartoon figure inside the tan- 
gled swirl of lines, and the men who made a duck ora 
dog out of smudges and scratches had to have a very 
special type of knowledge. 


Shooting txt» of xenon while they were ail inthe 


rough enabled the animators to check what they had 
done before showing it to anyone. Any part that was 
way off could be corrected quickly and shot again, 
‘This encouraged experimentation, exploration, and 
imagination, quickly promoting a closer bond among 
the animators. This probably began when one man 
wanted to show off the surprising results of his test, 
but the animators soon learned that there was great 
value in sharing ideas. And the sharing of judgment 
did not end with just viewing the test. An animator 
could take his drawings to any of the other men and 
they would happily make suggestions, showing what 
had worked for them in a similar situation or excitedly 
considering something completely new. 

Each generation of animators benefited from what 
the previous had learned by trial and error," said Ben 
Sharpsteen, “and consequently were more flexible in 
what they could accomplish, and they could reach 
greater heights.” But it seems that the generations he 


was referring to lasted less than a year apiece. Wilfred 
Jackson adds, *. ... there was always something new 
going on. We were all learning so fast.” 

‘The standard by which the studio's efforts were 
judged was undeniably the way Walt initially portrayed 
characters for the animators. As Dick Huemer” said, 
“Walt would take stories and act them out at a meet- 
ing; Kill you laughing they were so funny. And not just 
because he was the boss either. And there it would be. 
You'd have the feeling of the whole thing. You'd 
know exactly what he wanted. We often wondered if 
Walt could have been a great actor or comedian. "* 

Walt always could show you exactly how the busi- 
ness should be done, but the animator was expected to 
go further with the idea, to come up with something of 
his own, some touch or bit of timing or an expression 
that would make it not only personal but special, 

It did not take long to answer any questions or settle 
disagreements as to how a piece of business should be 
handled. Fortunately, there was a way of settling dis- 
putes while adding to our education. As soon as the 
answer print of a new cartoon was received, the whole 
staff rushed over to the Alex Theater in Glendale to 
see how it would go with an audience. The men never 
stayed for the feature film but immediately convened 
outside for an impromptu meeting on what went over 
and why, and what had missed the mark. 


Each director remembers at least one dismal eve- 
ning out there under the streetlights, because these 
meetings made them face implacable reality. It was no 
longer the excitement of what might be but the unde- 
niable harshness of what was. Wilfred Jackson never 
forgot the sidewalk post mortem after his first picture, 
The Castaway. “Walt had his hat way down and his 
coat up around his cars," he recalled. “He looked like 
a wet bird. I walked by and on the way I heard Roy 
saying, "Walt, I don’t know if we should release this; 
it doesn’t look like a Disney picture." They released 
it, of course, but Jackson had learned his lesson; he 
never made another film that could be called un- 
Disney. 

It was a harsh way to learn a new profession, out 
there on the street at night, but it was positive and it 
was definite, The audience reaction was always clear 
and strong and undeniable. There was not so much 
talk about what should be done next time as there was 
a dissection of what had been done wrong on the cur- 
rent film, and Walt's comments on that were as valu- 
able as his stimulation had been in those first story 
meetings. 

By 1933, the animators had learned their basic les- 
sons well, and they produced a film that would be 
loved around the world: Three Little Pigs. It started a 
new era at the Disney Studio. 


Types of Action Widely Used in Early Days 
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‘The audience was fascinated with animation that re- 
peated the same action over and over, and, since this 
was quite a savings for the studio, several devices 
were developed to give this result: 

The Cycle, This was a series of drawings that ani- 
mated back into itself by having the last drawing work 
into the first one, creating a continuous action that 
never stopped. It was ideal for walks, dances, and 
certain "'scramble actions" as a character tried to get 
away from something. 

Repeat Action. Sometimes an action could be re- 
peated just as it was in a second scene, but more often 
anew beginning or a different ending were called for. 
In these cases, the animator could repeat part of the 
action by borrowing drawings from the earlier scene. 
In other cases, there would be an action that could be 
repeated intact in the same scenes—a character climb- 
ing a slippery pole, or sliding down an incline, or 
being knocked down by a mechanical device. Between 


times, the character would do something different in 
his attempts to avoid or to conquer, but when he came 
again to the same spot on the paper, the action of the 
climb, slide, or hit could be repeated. 

The Cross-over. Even better than having the action 
repeated in a cycle was to have two or more characters 
doing the same action. A system called "'cross-overs"" 
ook care of that problem by having the inkers trace 
one drawing in two different places on the same cel, 
matching it to sets of small crosses on the drawing. By 
animating a lone figure going to the left in a simple 
dance step, the animator could get these drawings traced 
over and over to make a whole line of dancers. At the 
appropriate time, the drawings could be flipped over 
and traced from the back, causing the line of dancers 
to sashay to the right. If everyone liked this, it was 
even simpler to shoot the cels a second time, making 
the line of dancers go through the whole procedure 
again. The audience was enthralled and could not 


Ne} 


Understand how we could get all the figures to act 
exactly the same. 

Another popular routine was to have the cartoon 
figure come up toward the camera, usually until his 
mouth filled the screen, and then retreat to his original 
position, using the same drawings shot in reverse 
Also popular was the series of drawings run in a cycle 
that animated the road as a character ran or drove 
straight into the camera, This consisted of a row of 
telephone poles in perspective, a bush or two, and pos- 
sibly some fence posts lining the road. By putting in a 


a 


animator: Woolie Reither- 
man — Funny Little 
Bunnies. 


Five separate cycles were 
used in making the bunnies 
fil Easter baskets. The top 
fellow lifted and closed the 
gate. Eggs rolled down the 
chute, guided by the rabbit 
at the left, and two bunnies 
pulled the baskets through 
ina continuous line, catch- 
ing the eggs. Two playful 
rabbits at the right tossed 
litle candied eggs on top 
These scenes usually went 
to eager young animators 
wanting a chance to show 
what they can do. This one 
was done by Wolfgang 

"Woolie" Reitherman, 
who became a supervising 
‘animator, director, and fi 
nally, producer of cartoon 
features 
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When Pluto ran. his tail followed a flowing patter. 


of ripples 
Drawing 1 is here Over here is 
‘on that pattern. drawing 3. 


The inbetween, drawing 2, will be on the 
path also, and a chart was usually made to 
determine the tail's exact curve. 


few simple inbetweens, the first pole animated bac 
the second and the second to the third, while one t 
was moving back to become another. 

The public also liked to see elaborate produc 
lines for fanciful factories that made toys or Es 
eggs or imaginative products. These scenes were | 
ous to animate because of all the moving parts, 
there was an advantage in everything being in a c 
that could be run over and over and over—and ust 
was. The same was true of the great crowd shots 
to start so many pictures. Such a scene was offer 
only contribution that particular animator could n 
to the whole picture, but if the scene was effect 
certainly set the mood and the locale for the w 
film. That alone made it worth all the work, but it 
not a favorite assignment. Just slightly better wen 
long parades of marching flowers or cookies or 
that were made up of cycles on long pan paper 
could be pulled through the scene. 


‘There was no movement in the figures in early anima- 
tion besides a simple progression across the paper. No 
‘one knew how to get any change of shape or flow of 
action from one drawing to another. There was no 

> relationship of forms, just the same little cartoon fig- 
‘ure in a new position on the next piece of paper. One 

> solution to this stiffness of action was to conceive of a 

> figures appendages as sections of a garden hose. Since 

- no one knew anyhow where bones and muscles might 

be on a cartoon figure, this worked well—giving great 

- looseness and a fluid movement. There was no sug- 

- gestion of realism because the concept of the character 
‘was not one of realism. This type of movement fit the 
- design perfectly and brought about some funny action 
‘with great charm 

However, it was not the type of action Walt wanted, 
“and he was quick to criticize. We can imagine his 
reaction to the cartoon camel that Oswald has just 
Kicked into action: 
“Do his legs have to be so limp like that? They 
n't look like they could hold up anything. 
"Get some straight lines in there, like you've got in 
Oswald. Doesn't that camel have a knee or an ankle? 
you've got the body the same all the time—he 
can bend back or forward, y'know. And get rid of 
limp noodles; get some drawing in it! 


hen we consider a new project, we really study it - 


irgon was heard around the studio. Words like 
{and "overlapping" and “pose to pose" 
ed that certain animation procedures gradually 
been isolated and named. Verbs turned into nouns 
as, for example, when the suggestion, "Why 
u stretch him out more?" became "Get more 
‘on him." “Wow! Look at the squash on that 
!" did not mean that a vegetable had splattered 
ork; it indicated that some animator had suc- 
shown a character in a flattened posture. 
of this terminology was just assigning new 
ngs to familiar and convenient words. ""Doing'" 


iment, Layouts were done, backgrounds 

; recording was done, and, eventually, the 
picture had been done. Mixed in with these 
the new names and phrases with more 
meanings. 


[relating drawings to each other and had found a 
that seemed to produce a predictable result. 

d not expect success every time, but these 

al techniques of drawing a character in motion 
some security. As each of these processes 

ed a name, it was analyzed and perfected and 
about, and when new artists joined the staff 


e Principles of Animation 


not just the surface idea, but everything about it." 
Walt Disney 


they were taught these practices as if they were the 
rules of the trade. To everyone's surprise, they became 
the fundamental principles of animation: 


- Squash and Stretch 


Pune 


- Straight Ahead Action and Pose to Pose 

5. Follow Through and Overlapping Action 
. Slow In and Slow Out. 

. Arcs 

Secondary Action 

Timing 

. Exaggeration 

- Solid Drawing 


Appeal 


Same = AN 


By far the most important discovery was what we call 
Squash and Streich. When a fixed shape is moved 
about on the paper from one drawing to the next, there 
is a marked rigidity that is emphasized by the move- 
ment. In real life, this occurs only with the most rigid 
shapes, such as chairs and dishes and pans. Anything 
composed of living flesh, no matter how bony, will 
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show considerable movement within its shape in pro- 
gressing through an action. A good example of this is 
the bent arm with swelling bicep straightened out so 
that only the long sinews are apparent. The figure 
crouched is obviously contracted into itself, in con- 
trast to the figure in an extreme stretch or leap. The 
face, whether chewing, smiling, talking, or just show- 
ing a change of expression, is alive with changing 
shapes in the cheeks, the lips, the eyes—only the wax 
figure in the museum is rigid. 

The squashed position can depict the form either 
flattened out by great pressure or bunched up and 
pushed together. The stretched position always shows 


the same form in a very extended condition. The 
‘movement from one drawing to the next became the 
very essence of animation. A smile was no longer a 
simple line spread across a face; it now defined the 
lips and their relation to the cheeks. Legs were no 
longer bent pipes or rubber hoses; they swelled as they 
bent and stretched to long flexible shapes. 

Immediately the animators tried to outdo each other 
in making drawings with more and more squash and 
stretch, pushing those principles to the very limits of 
solid draftsmanship: eyes squinted shut and eyes popped 
‘open; the sunken cheeks of an "'inhale"" were radically 
different from the ballooned cheeks of a blowing action; 
a mouth chewing on a straw was first shown far below 
the nose, and then it actually was compressed up 
beyond the nose (which changed shape as well) in 
showing the chewing action. Through the mid-thirties, 
everyone was making two drawings for every con- 
ceivable action, and by working back and forth be- 
tween the squash position and the stretch we found 
we could make each position stronger in both action 
and drawing. 
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Inthis early animation, the 
action is well staged but 
very rigid and stiff. There 
is no squash and stretch, 
follow through, or feeling 
‘of weight. These actions 
had a charm and a vitality, 
‘but they could not support 


more than a six-minute 


‘The best advice for keeping the distended drawings 
from looking bloated or bulbous, and the stretched 
Positions from appearing stringy or withered, was to 
«consider that the shape or volume was like a half-filled 
flour sack, If dropped on the floor, it will squash out 
to its fullest shape, and if picked up by the top comers, 
will stretch out to its longest shape; yet it will never 
change volume. We even made drawings of the flour 
sack in different attitudes—erect, twisted, doubled- 
‘over—suggesting emotions as well as actions. That 
forced us to find the most direct way, the simplest 
statement, for if we added any extra lines to amplify 
an expression it was no longer a flour sack, We found 
that many little interior lines were not necessary since 
the whole shape, conceived properly, did it all. These 
lessons were applied to Mickey's body, or his cheeks, 
to Pluto's legs, or his muzzle, or even to Donald's 
head. 
On the sports page of the daily newspapers we found 
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a gold mine that had been overlooked. Here were great 
photos showing the elasticity of the human body in 
every kind of reach and stretch and violent action. Our 
animation principles were clearly evident in the bulges 
and bumps that contrasted to long, straight thrusts. 
Mixed in with these contortions were examples of the 
whole figure communicating joy, frustration, concen- 
tration, and all the other intense emotions of the sports 
world. These examples opened our eyes and started us 
observing in a new way. 

The standard animation test for all beginning artists 


was to draw a bouncing ball. It was quickly rendered, 
easily changed, and surprisingly rewarding in terms of 
what could be learned. The assignment was merely to 
represent the ball by a simple circle, and then, on suc- 
cessive drawings, have it drop, hit the ground, and 
bounce back into the air, ready to repeat the whole 
process. We could have either a forward movement 
progressing the ball across the paper, or have all the 
action take place in one spot, allowing us, through a 
cycle of the drawings, to make the ball bounce contin- 
uously. It seemed like simplicity itself, but through 


e test we learned the mechanics of animating a scene 
While also being introduced to Timing and Squash and 
reich, 

We were encouraged to change the shape of the ball 
inthe faster segments of the bounce, making an elon- 
‘gated circle that would be easier to see, then quickly to 
fatten it as it hit the ground, giving a solid contact as 
ell as the squashed shape of a rubber ball in action. 
is change at the bottom also gave the fecling of 
is for the spring back into the air, but if we made 
an extra drawing or two at that point to get the most 
out of this action, the ball stayed on the ground too 
long, creating weird effects of hopping instead of 
bouncing. (Some tests looked more like a jumping 
from Mexico than any kind of ball.) If we mis- 
ed our arrangement of the drawings or the dis- 
ce between them, we created apparitions reminis- 
of an injured rabbit, or an angry grasshopper, 
, most often, a sleepy frog. However, many of the 
ular forms just seemed to take off as if they had 
life of their own. 

The beginning artists were an inventive group, and 
manner of variations were tried, each revealing 
ing about the man who had done the animation 
nd what he considered important in the scene. Some 
en added distinction by starting with a big bounce, 
loved by shorter and shorter ones as the ball grad- 


to show how well they could figure a complicated 
ignment, or they added a stripe around the ball to 
how much it turned during the whole action. 
men were grabbed quickly by the Effects De- 
partment, which specialized in a mechanical type of 
ion. Those more interested in a livelier type of 
nietainment preferred surprise endings: the ball ex- 
ploding on contact, or crashing like a broken egg on the 
bounce, or sprouting wings and flying off. 


In moving the circle (repre- 
senting the ball) down and 
back up. it was discovered 


that the ball would seem to O 
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Then, if the bottom drawing 
was flattened, it gave the 
appearance of bouncing. 


Elongating the drawings on 


each side made it easier 10 


follow and gave more 
10 the action, Thus, the 


ginnings of Squash 
Stretch. 


Anticipation 


People in the audience watching an animated scene 
will not be able to understand the events on the screen 
unless there is a planned sequence of actions that leads 
them clearly from one activity to the next. They must 
be prepared for the next movement and expect it before 
it actually occurs. This is achieved by preceding each 
major action with a specific move that anticipates for 
the audience what is about to happen. This anticipa- 
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tion can be as small as a change of expression or as big 
as the broadest physical action. Before a man runs, he 
crouches low, gathering himself like a spring, or, the 
reverse, he draws back in the opposite direction, raising 
his shoulders and one leg, as he aims himself at the 
place of the next activity. Before Mickey reaches to 
grab an object, he first raises his arms as he stares at 
the article, broadcasting the fact that he is going to do 
something with that particular object. 

This is the oldest device of the theater, for without 
it, the audience becomes nervous and restless and whis- 
pers, "What's he doing?" The anticipatory moves 


may not show why he is doing something, but there is 
no question about what he is doing—or what he is 
going to do next. Expecting that, the audience can 
now enjoy the way it is done. 

The opposite of this is the “surprise gag," which 
only works when the audience is expecting one thing 
to happen, and suddenly, without warning, something 
entirely different happens. The surprise gag cannot 
work if a different action has not been anticipated by 
the audience. Similarly, no action on the stage can be 
anything but a series of meaningless surprises without 
anticipation. 

The movements in early animation were abrupt and 
unexpected; too often the audience was not properly 
alerted and missed a gag when it came, This was one 
of the first things Walt started to correct, He called his 
remedy “aiming” and acted out just how an action or 
gesture could be made clear so that everyone would 
see it. If Oswald the Lucky Rabbit is to put his hand in 
his pocket to get a sandwich for lunch, the whole body 
‘must relate to that hand and to the pocket, When the 
hand is aimed, it must be “out in the clear so every- 
‘one can see it and anticipate what is going to happen 


Oswald lifts his foot high 
as he sights on his target 


The head cannot be looking off somewhere else—the 
important action is Oswald’s reaching into his pocket 
Itis nota gag, it is not a laugh, but it must be seen. No 
one should need to ask, "Now where did he ever get 
that sandwich?” As Walt demonstrated how it should 
be done, he exaggerated the action and made it far 
more interesting than the animator was ever able to 
capture. As Les Clark said years later, "Today it may 
look simple to us; at the time it wasn't. It was some- 
thing that hadn't been tried before or proved.” 

Few movements in real life occur without some 
Kind of anticipation. It seems to be the natural way for 
creatures to move, and without it there would be little 
power in any action. To the golfer, it is the backswing; 
to the baseball pitcher, it is his windup. The batter 
prepares himself with a whole series of anticipatory 
actions, but the one that gives the clout is the final 
twist and the step forward as the ball approaches the 
plate, Without that move the mightiest swing is no 
more than a bunt. 


Staging 


Staging" is the most general of the principles because 
it covers so many areas and goes back so far in the 
theater. Its meaning, however, is very precise: it is the 
presentation of any idea so that it is completely and 
unmistakably clear. An action is staged so that it is 
Understood, a personality so that it is recognizable, an 
‘expression so that it can be seen, a mood so that it will 
affect the audience. Each is communicating to the 
fullest extent with the viewers when it is properly 
staged. 

The most important consideration is always the 
“story point." It has been decided, for example, that 
a certain piece of business will advance the story; 
now, how should it be staged? Is it funnier in a long 
shot where everything can be seen or in a close-up 
featuring the personality? Is it better in a master shot 
with the camera moving in, or a series of short cuts to 
different objects? Each scene will have to fit the plan, 
and every frame of the film must help to make this 
point of the story. 

Ifa “spooky” feeling is desired, the scene is filled 
with the symbols of a spooky situation. An old house, 
wind howling, leaves or papers rustling through the 


Clear staging keeps Minnie 
feminine even in broad re- 
‘actions. There is no attempt 
at realism, but considera- 
ble caricature of the at 
tudes. 


ANIMATOR: Art Babbitt 
— The Country Cousin. 


Only do one thing at a 
time: one of the most im- 


is standing on a slice of 
toast and tries to act non- 
chalant. He flips his um- 
brella in the air, places it 
in position before leaning 
on it, and even holds the 
position briefly before the 
umbrella breaks through 
the toast. 


anımaror: Fred Moore 
— Snow White. 
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 porarily stifle the sneeze of 
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yard, clouds floating across the moon, threatening sky, 
maybe bare branches rattling or scraping against a 
window, or a shadow moving back and forth—all of 
these say "'spooks." A bright flower bed would be out 
of place. 

If you are staging an action, you must be sure that 
only one action is seen; it must not be confused by 
drapery or by a poor choice of angle or upstaged by 
something else that might be going on. You do not 
make drawings just because they are cute or look fun- 
ny. You make the drawings that will stage each idea in 
the strongest and the simplest way before going on to 
the next action. You are saying in effect, “Look at 
this—now look at this—and now this." You make 
sure the camera is the right distance from the character 
to show what he is doing. If he is kicking, you do not 
have the camera in close on a waist shot. If you are 
displaying your character's expression, you do not 
do it in a long shot where the figure is lost in the 
background. 

Magicians say they prefer to work close to the peo- 
ple they are fooling because it is so much easier to 
direct attention to any desired spot. When an individ- 
ual works alone on a big stage it is too easy for the 
audience to watch his feet, what is behind him, his 
clothes, any unnatural movement; the spectators might 
be looking at everything except what the magician is 
trying to show them. As a director, Dave Hand empha- 
sized the value of the close-up shot: “By its use we are 
able to eliminate from the mind of the audience any- 
thing that is less important than the particular point we 
are putting over at the time." 

The animators had a special problem of their own. 
The characters were black and white, with no shades 


of gray to soften the contrast or delineate a form. 
Mickey's body was black, his arms and his hands—all 
black. There was no way to stage an action except in 
silhouette. How else could there be any clarity? A 
hand in front of the chest would simply disappear; 
black shoulders lifted against the black part of the 
head would negate a shrug, and the big, black cars 
kept getting tangled up with the rest of the action just. 
when other drawing problems seemed to be solved. 

Actually, this limitation was more helpful than we 
realized: we learned that it is always better to show the 
action in silhouette. Chaplin maintained that if an actor 
knew his emotion thoroughly, he could show it in 
silhouette. Walt was more direct: "Work in silhouette 
so that everything can be seen clearly, Don't have a 
hand come over a face so that you can't see what's 
happening. Put it away from the face and make it 
clear." Constant redrawing, planning, and experi- 
menting were required to make the action look natural 
and realistic while keeping a clear silhouette image. 
We had to find a pose that read with both definition 
and appeal. 


Straight Ahead Action 
and Pose to Pose’ 


“There are two main approaches to animation. The first 
is known as Straight Ahead Action because the anima- 
tor literally works straight ahead from his first drawing 
in the scene, He simply takes off, doing one drawing 
after the other, getting new ideas as he goes along, 
until he reaches the end of the scene. He knows the 
story point of the scene and the business that is to be 
included, but he has little plan of how it will all be 
done at the time he starts. Both the drawings and the 
action have a fresh, slightly zany look, as the animator 
keeps the whole process very creative. 

The second is called Pose to Pose. Here, the anima- 
tor plans his action, figures out just which drawings 
Il be needed to animate the business, makes the 
drawings, relating them to each other in size and action, 
and gives the scene to his assistant to draw the inbe- 
tweens. Such a scene is always easy to follow and 
works well because the relationships have been care- 
fully considered before the animator gets too far into 
the drawings. More time is spent improving the key 


drawings and exercising greater control over the move- 
ment. With Pose to Pose, there is clarity and strength, 
In Straight Ahead Action, there is spontaneity. 

Both methods are still in use because they each 
offer certain advantages for different types of action, 
Usually they are combined in a way that keeps the 
Straight Ahead Action from getting out of hand, The 
scene is planned with a path of action laid out, and 
rough drawings are made depicting the character's 
probable progress; although none of these will be used 
later in actual animation, they still serve as a guide for 
size, position, attitude, and relationship to the back- 
ground. They offer as much control as might be needed, 
even though some animators feel that the very lack of 
control is the element that gives the spontaneity. They 
say: “The animator should be as surprised as anyone 
at the way it comes out, " Most wild, scrambling actions 
are probably more effective with this method than with 
100 much careful pre-planning. 

Straight Ahead Animation will seldom work if there 
is strong perspective in the layout or a background that 
must be matched. One man animated a dog jumping 
excitedly and turning around, trying to attract atten- 
tion. While he achieved a funny action with much 
spirit, it could not be used because he had failed to 
match the action to the limitations of the layout, There 
was no way to tell how high the dog was jumping 
since he never really contacted the ground, and the 
relationship of the drawings was thrown off by the 
perspective he had failed to consider. With a flat back- 
ground and a clear arena in all directions, there would 
have been no problem. 

However, many pieces of acting require a different 
approach. If Mickey Mouse is discouraged, he turns 
away, jams his hands far down into his pockets, looks 
back over his shoulder one last time, kicks a stone out 
of his path, and walks off. This must be done with 
Pose to Pose because each of the positions must be 
handled carefully for maximum clarity, appeal, and 
communication. They should be worked over separately 
and together, until they do their job as efficiently as 
possible. Once these poses relate well to each other, it 
is a simple matter to time the intervening drawings and 
to break down the action. 

Another element that should be considered in choos- 
ing the method of animation is “texture.” A series of 


ANiMATOR: Woolie Reither- 
man—El Gaucho Goofy. 


Example of “Straight 
Ahead” animation. The 
animator is often as sur- 
prised as anyone at the way 
the scene ends up. 


actions all with the same intensity and amount of 
movement will quickly become tedious and predictable. 
1t will have no punch. But if the overall pattern con- 
tains accents and surprises, contrasts of smooth-flowing 
actions with short, jerky moves, and unexpected tim- 
ing, the whole thing becomes a delight to watch. Obvi- 
ously, this is impossible to attain with Straight Ahead 
Action, Using Pose to Pose, the texture in the variety 
of the movements can be planned and the action de- 
signed to make this a part of the total statement 

‘The first animators to use Pose to Pose were inter- 
ested in a quicker result and were not aware of its 
brilliant future. They were more concerned with the 
geographic locations of the characters than any poten- 
tial for entertaining actions. ""The guy is over here, 
then he gets his hat, then his cane; he looks to see if 
his wife is watching, he does a hop, then runs out the 
door. Six or seven drawings, a whole bunch of inbe- 
tweens, and I’m through with the scene!” When han- 
dled that way, with no attempt to relate one pose to 
another, the scenes were bound to be wooden and 
jerky. It was not until the development of stronger 
poses, improvements in timing, more skillful use of 
‘Secondary Action, and, finally, the Moving Hold, that 
Pose to Pose animation ultimately came into its own. 


Follow Through 
and Overlapping Action 


When a character entering a scene reached the spot for 
his next action, he often came to a sudden and com- 
plete stop. This was stiff and did not look natural, but 
nobody knew what to do about it. Walt was concerned. 
“Things don't come to a stop all at once, guys; first 
there's one part and then another." Several different 
‘ways were eventually found to correct these condi- 
tions; they were called either “Follow Through" or 
“Overlapping Action" and no one really knew where 
one ended and the other began. There seemed to be 
five main categories, 
1. If the character has any appendages, such as 
long cars or a tail or a big coat, these parts continue 
to move after the rest of the figure has stopped. This 
is easy to see in real life. The movement of each 
must be timed carefully so it will have the correct 
feeling of weight, and it must continue to follow 
through in the pattern of action in a believable way, 
no matter how broadly it is cartooned. 
2, The body itself does not move all at once, but 
instead it stretches, catches up, twists, turns, and 
contracts as the forms work against each other. As 
one part arrives at the stopping point, others may 
still be in movement; an arm or hand may continue 
its action even after the body is in its pose. (Peg Leg 
Pete's belly continued to bounce and sag intermi 
nably.) In order to put over the attitude clearly, the 
head, chest, and shoulders might all stop together, 
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since this is the part the audience should see (the 
part that registers how the character is feeling). Then 
a few frames later, the rest of the parts would settle 
into their final position, possibly not all at the same 
time, When the whole figure has come to a stop ina 
definite attitude, this is called a "held" drawing. 
Some of the animators thought we were getting 
too fussy, but that was only the beginning as Walt 
saw new possibilities in the work his men were 
doing. Les Clark said with a chuckle, “. . . we 
couldn't understand sometimes why he was giving 
us hell for something we thought was acceptable. 
Then later on we knew what he was talking about.” 


3. The loose flesh on a figure, such as its cheeks or 
Donald Duck's body or almost all of Goofy, will 
move at a slower speed than the skeletal parts. This 
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iling behind in an action is sometimes called 
rag," and it gives a looseness and a solidity to 
the figure that is vital to the feeling of life. When 
done well, this technique is scarcely detectable as 
the film is projected. In effect, the animator is draw 
ing in the fourth dimension, for he is depicting a 
figure the way it would be at only that precise 
moment. The drawings are not designed to be viewed 
by themselves, but only in a series projected at an 
established speed. 

Many comic actions have been based on this prin- 
ciple, as the fat on a running character drags farther 
and farther behind, until the ultimate occurs: the 
skeleton runs off, leaving the flesh to fend for itself, 
This type of exaggeration will bring laughs in the 
shorter films, but the chief value of this kind of 
Follow Through lies in its more subtle uses, 


4, The way in which an action is completed often 
tells us more about the person than the drawings of 
the movement itself. A golfer takes a mighty swing, 
which covers only a few frames, but what happens to 
him afterward can easily take five feet of film and is 
much more revealing, whether he is graceful and 
sick in his follow through, or wraps himself up in a 
knot. The anticipation sets up the action we expect 
(or is it the action the character expects?), the action 
whizzes past, and now we come to the “punch line" 
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of the gag, the follow through, which tells us what 
happened—how it all turned out. Obviously, the 
ending should be considered part of the entire action 
before any drawings are made, but, amazingly. the 
ending was hardly ever developed in early anima- 
tion, It was enough just to do the reach, the throw, 
the kick, and no thought was given to how much 


more entertaining the action itself could be, or what 
it could tell us about the character's personality. 


5. Finally, there was the Moving Hold, which em- 
ployed parts of all the other elements of Overlapping 
Action and Follow Through to achieve a new feel- 
ing of life and clarity. When a careful drawing had 
been made of a pose, it was held without movement 
‘on the screen for a few frames—at least eight, maybe 
as many as sixteen, This was to allow the audience 


time to absorb the attitude. That amounted to less. 
than a second, but it was enough. However, when a 
drawing was held for that long, the flow of action 
was broken, the illusion of dimension was lost, 
and the drawing began to look flat. A way had to 
be found to "hold" the drawing and still keep it 
moving! 


The answer was to make two drawings. one more 
extreme than the other, yet both containing all the 
elements of the pose. It was explained this way: 
“You hit the pose, then drift on beyond to an even 
stronger pose—everything goes further, the checks 
go up, the ears fly out, the hands rise: he goes on his 
toes, his eyes open wider, but essentially he’s still 
in his pose." Now we could use the Follow Through 
on the fleshy parts to give us the solidity and dimen- 
sion, we could drag the parts to give the added feel- 
ing of weight and reality, and we could strengthen 
our poses for more vitality. It all added up to more 
life in the scene. The magic was beginning to appear. 


Slow In and Slow Out 


Once an animator had worked over his poses (the 
) and redrawn them until they were the 
best he could do, he naturally wanted the audience to 
see them. He timed these key drawings to move quickly 
from one to the next. so that the bulk of the footage of 
the scene would be either on or close to those "'ex- 
tremes.** By putting the inbetweens close to each 
extreme and only one fleeting drawing halfway be- 
tween, the animator achieved a very spirited result. 
with the character zipping from one attitude to the 
next. This was called Slow In and Slow Out, since that 
is the way the inbetweens were timed. Too much of 
this gave a mechanical feel to the action, robbing the 
scene of the very life that was being sought, but it was 
still an important discovery that became the basis of 
later refinements in timing and staging. 

Walt continued to ask us to analyze the actions more 
carefully, and to understand how the body worked, 
since that was the only way to get the caricature of 
realism he wanted. "Our work must have a foundation 
of fact in order to have sincerity. The most hilarious 
comedy is always based on things actual.”* 

One animator from outside the studio was "amazed 
that anyone would be that interested in the mechanics 
of motion," but this unique approach was the very 
heart of our work. Marc Davis? summed it up. “Dis: 
ney animation is just very different. Nobody. I don't 
care who he is, can come from the outside and draw a 
Disney character without a full understanding of what 
it's all about," 


Arcs 


Very few living organisms are capable of moves that 
have a mechanical in and out or up and down precie 
sion. The action of a woodpecker might be an excep: 
tion. and. because of the restrictions of an external 
skeleton. there are undoubtedly some examples in the 
insect world, but the movements of most living crea 
tures will follow a slightly circular path. The head 
seldom thrusts straight out, then back again; it Ii 
lightly. or drops as it returns. Perhaps this has to. 
weight or maybe with the inner structure of 
higher forms of life, but, whatever the reason, m. 
movements will describe an arc of some kind. 


The action of a hand gesture with a pointing finger follows 
circular path, The animator charts the position of his dra 
ings along this arc. He makes his key drawings, indicat 
where inberweens should be placed to keep the line of acti 
on this arc. Inbetweens done without following this 
change the action radically. 


This discovery made a major change in the type 
‘movements animators designed for their characters, 
breaking with the rigid and stiff actions that had gone 
before. In a walk, the characters had popped up and 
down like mechanical gadgets on an engine; now the 
"'arced" over at the top of their steps and “arced” 
under at the bottom position. A hit or a throw could be 
on a completely straight line, but the beginning of 
action came sweeping in on an arc and the Foll 
‘Through started a corkscrew action. 

As this principle was better understood, scenes 
plotted out with charts and dots, as well as roug 
poses. to determine just how high and how low 


‘character should go in any action. Arcs were sketched 
in, as the key actions were planned, to guide the even- 
tual drawings along this curved path. When the final 
drawings were being made, more ways would become 
apparent for the character to go even farther in the 
action, especially using Squash and Stretch and Over- 
lapping Action to good advantage 

One of the major problems for the inbetweeners is 
that it is much more difficult to make a drawing on an 
‘are than one halfway between two other drawings. 
Even when the position has been indicated, or a stern 
warning written on the extremes, "Watch ares!” there 
is a strong inclination to pull back toward a more 
normal inbetween. It is only as a series of drawings is 


“rolled”* on the pegs that the proper location for the 
drawing becomes evident. No one has ever found a 
way of insuring that the drawings will all be placed 
accurately on the ares, even when experienced people 
are inbetweening the action, and it is one of the most 
basic requirements for the scene. Drawings made as 
straight inbetweens completely kill the essence of the 
action 


Secondary Action 
Often, the one idea being put over in a scene can be 


fortified by subsidiary actions within the body. A sad 
figure wipes a tear as he turns away. Someone stunned 


shakes his head as he gets to his feet. A flustered 
person puts on his glasses as he regains his com- 
posure. When this extra business supports the main 
action, it is called a Secondary Action and is always 
kept subordinate to the primary action. If it conflicts 
‘or becomes more interesting or dominating in any way, 
it is either the wrong choice or is staged improperly. 

The chief difficulty lies in making a unified state- 
ment through the drawing and timing of separate, but 
related, parts. If the sad figure has an expression on 
his face that should be seen, the hand wiping the tear 
must be carefully planned to support that look. A 
broad, overwhelming gesture with a fist covering half 
the face would hardly be acceptable. Still, if the action 
is too subdued, it will be mushy, restricted, and incon- 
sequential; if it is too strong, the face will never be 
seen, Should this Secondary Action be made to work 
with the features so that the expression is actually 
emphasized, the scene will be outstanding. 

‘Sometimes the Secondary Action will be the expres- 
sion itself. Suppose there was to be a change from a 
painful hurt to a helpless, bleak look as the character 
turns away, before he wipes the tear. The danger now 
is not that the expression will dominate the scene but 
that it never will be seen, The change must come 
before the move, or after, and must be staged so that it 
is obvious, even though of secondary importance. A 
change in the middle of a major move will go unno- 
ticed, and any value intended will be lost. 

One animator found the proper relationships among 
all these parts through a “building block” technique." 
First he animated the most important move, making 
sure that it worked the way he wanted, communicating 
his thought in the strongest way. Then he went through 
the scene a second time animating the Secondary 
Action, and even once more if necessary, to make the 
rest of the drawing relate to those two actions, He 


continued to change and adjust until all parts of the 
drawing worked together in a very natural way. 

It is advisable in any case to try it all in thumb- 
nails—little exploratory sketches—before doing any- 
1 else, to make sure that everything will stage well 
and will look as convincing as the animator had hoped. 
When used correctly, Secondary Actions will add 
richness to the scene, naturalness to the action, and a 
fuller dimension to the personality of the character, 


Timing 


‘The number of drawings used in any move determines 
the amount of time that action will take on the screen, 
If the drawings are simple, clear, and expressive, the 
story point can be put over quickly, and this was all 
that concerned the animators during the early period, 
‘Timing in those cartoons was limited mainly to fast 
moves and slow moves, with accents and thrusts call 
ing for special handling. But the personalities that were 
developing were defined more by their movements 
than their appearance, and the varying speed of those 
movements determined whether the character was 
lethargic, excited, nervous, relaxed. Neither acting nor 
attitude could be portrayed without paying very close 
attention to Timing. 

The complicated relationships that came with Sec- 
ondary Actions and Overlapping Movements called 
for extensive refinements, but even the most basic 
moves showed the importance of Timing and the con- 
stant need for more study. Just two drawings of a 
head, the first showing it leaning toward the right 
shoulder and the second with it over on the left and its 
chin slightly raised, can be made to communicate a 
multitude of ideas, depending entirely on the Timing 
used. Each inbetween drawing added between these 
two “extremes” gives a new meaning to the action. 
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No inbetweens THE CHARACTER has been hit 
by a tremendous force. His 
head is nearly snapped off. 

One inbetween... has been hit by a brick, 


rolling pin, frying pan. 
has a nervous tic, a mus- 

cle spasm, an uncontrollable 
twitch. 

- is dodging the brick, roll- 
ing pin, frying pan. 
...is giving a crisp order, 
"Get going!” “Move it!" 

.is more friendly, “Over 
here,” "Come on—hurry!” 

. sees a good-looking girl, 
or the sports car he has always 


‘Two inbetweens 


Three inbetweens 


Four inbetweens 


Five inbetweens 


Six inbetweens 


wanted. 

Seven inbetweens . . . tries to get a better look at 
something. 

Eight inbetweens . . . searches for the peanut but- 
ter on the kitchen shelf. 

Nine inbetweens . . . appraises, considering 


thoughtfully 

‘Ten inbetweens - stretches a sore muscle. 
‘The persistent question, especially from the New 
York men was, "When do you use ‘ones’ and when 
do you use “twos'?"* This referred to the number of 
frames of film to be shot of a single drawing. One 
exposure was called "'ones,"" two exposures “twos. ™ 
It had long been known that for most normal action 
there was no need to make a new drawing for every 
frame of the film. Each drawing could occupy two of 
the precious frames, and the audience would never 
detect it at 24 frames a second, This saved immense 
Amounts of work and in the slower movements gave a 
‘smoother appearance to the action, More than that, a 


fast action on “twos™ had more sparkle and spirit than 
the same action with inbetweens, which tended to make 
the Timing too even and removed the vitality. 

Any time there was a pan move in which the charac- 
ter's feet or a point of contact with the background 
were shown, the action had to be on ““ones” to match 
the moves on the pan, or there would be slippage 
which looked peculiar. Similarly, if the camera were 
moving in any direction (which must be on “ones"), 
there would be a strange jittering unless the character's 
actions were on ‘‘ones"’ also. 

When more elaborate actions were called for and 
more delicate changes had to be seen, the animators 
resorted to the use of ""ones""—sometimes throughout 
the scene and otherwise only in certain places. A 
scramble action or speed gag, a sharp accent or flurry 
of activity, the pay-off after a big anticipation, all 
needed "ones." But the choice was still difficult to 
make if the animator had not gone through a period of 
‘experimenting and trying and failing and trying again, 
Only then did he build up a backlog of experience that 
would guide him through these perpetual decisions. 


Exaggeration 


‘There was some confusion among the animators when 
Walt first asked for more realism and then criticized 
the result because it was not exaggerated enough, In 
Walt's mind, there was probably no difference. He 
believed in going to the heart of anything and develop- 
ing the essence of what he found. If a character was to 
be sad, make him sadder; bright, make him brighter; 
worried, more worried; wild, make him wilder. Some 
of the artists had felt that "'exaggeration" meant a 
more distorted drawing, or an action so violent it was 
disturbing. They found they had missed the point, 
When Walt asked for realism, he wanted a carica- 
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ture of realism. One artist analyzed it correctly when he 
said, “I don’t think he meant “realism.” | think he 
meant something that was more convincing, that made 
a bigger contact with people. and he just said ‘realism’ 
because ‘real’ things do. . . . Every so often [in the 
animation] the character would do something uncon- 
vincing, or to show how clever the animator was, and 
it wasn't real, it was phony. "* Walt would not accept 
anything that destroyed believability. but he seldom 
asked an animator to tame down an action if the idea 
was right for the scene. 

Dave Hand told of a test he had done of Mickey 
riding along in his taxicab, whistling, with everything 
on the car rattling and bouncing. When they came to 
the corner, the car skidded and blew out a tire, at 
which point the car sagged, the license plate twirled 
over and landed with its numbers upside down and 
spelling, "Oh, heck. " Dave was sure that was a laugh, 
and he was careful to stage it so that it could not be 
missed. Evidently he had not considered the whole car 
as carefully, for Walt complained of the lack of action 
and asked him to do it over. The next test received the 
same reaction. “It’s not broad enough: it's not fun- 
ny!" Six times Dave corrected the action, erasing and 
redrawing until he was nearly through the paper, and 
still Walt did not feel the action was spirited enough 
for what he wanted 

At that point Dave got fed up. “The only thing I 
knew to do was to do something he wouldn't take—to 
make it so extreme that he would say, “I didn't mean 
that much!" So | went back and did something horribly 
distorted. 1 was kind of proud of myself and couldn't 


wait for the film to come back. I put it on the Moviola, 
Walt came and ran it a few times, then stepped back 
and looked at me. I thought he was going to tell meto, 
leave the studio, but he said, “There, Dave, that's just 
what 1 wanted!” 

“It taught me what to do at the Disney studio. From 
then on I never had any trouble with exaggeration, 
When I was directing I used to say to the animators, 
“Will you do something for me? Will you make it so 
extreme that you make me mad?" 


Solid Drawing 


“The old-timers were hard pressed to keep up with the 
demands of the new type of animation. More than one 
top man counseled the beginners, **You should leam 
to draw as well as possible before starting to animate," 
Grim Natwick.’ whose animation career started in 
New York in 1924, pointed out, "The better you can 
draw, the easier it'll be for you. You'll have to draw 
the character in all positions and from every angle; and 
if you can’t do it, and have to stage it from some other 
angle, it's very restrictive and takes longer. 
Davis was more philosophic a few years later: 
ing is giving a performance: an artist is an actor who is 
not limited by his body, only by his ability and, per- 
haps. experience." Too many of the men, old and 
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new, were full of tricks and techniques that had looked 
great in cartooning school but did nothing for them 
at the Disney studio. The little shadows under the 
toes of the shoes, the slick li the flashy verve of 
clothing reacting to violent exertion—all these devices 
that had impressed us in high school were of little 
use anymore 

Signs were hung on many walls where the young 
trainees would be sure to see them. and the one we 
remember best was this: **Does your drawing have 
weight, depth and balance?" ™—a casual reminder of 
the basics of solid, three-dimensional drawing. Men 
had devoted their whole lives to the mastery of these 
elusive principles, and here was this sign about as 
pretentious as one that said, "Buy Savings Bonds," 
or pointed to the nearest exit 

Another sign admonished us to watch out for 
“twins” in our drawings. This is the unfortunate situ- 
ation where both arms or both legs are not only paral- 
lel but doing exactly the same thing. No one draws 
this way on purpose, and usually the artist is not even 
aware that he has done it. This affliction was not lim- 
ited to the thirties, for again in the seventies young 
animator Ron Clements was annoyed to find ““twins"* 
in his drawings no matter how hard he worked to keep 
them out. “It was one of the first drawing principles 
that I heard of at the studio. If you get into acting, you 


would never think of expressing an emotion with twins 
anywhere, but, somehow, in a drawing, if you're not 
thinking, it creeps in time and again. 

Our main search was for an "'animatable"" shape, 
one that had volume but was still flexible, possessed 
strength without rigidity, and gave us opportunities for 
the movements that put over our ideas. We needed a 
shape that was a living form, ready to move—in con- 
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trast with the static form. We used the term “plasti 
and just the definition of the word seemed to convey 
the feeling of potential activity in the drawing: *Capa- 
ble of being shaped or formed, pliable." 


Appeal 


Appeal was very important from the start. The word is 
often misinterpreted to suggest cuddly bunnies and 
soft kittens, To us, it meant anything that a person 
likes to see, a quality of charm, pleasing design, sim- 
plicity, communication, and magnetism. Your eye is 
drawn to the figure that has appeal, and, once there, it 
is held while you appreciate what you are seeing. A 
striking, heroic figure can have appeal. A villainess, 
even though chilling and dramatic, should have appeal; 
otherwise, you will not want to watch what she is 
doing. The ugly and repulsive may capture your gaze, 
but there will be neither the building of character nor 
identification with the situation that will be needed 
There is shock value, but no story strength 


The parallel lines of the pipe or hose gave no chance 
for solidity or dimension. 


When bent, instead of having weight or strength, it 
was only a linear design 


Adding flesh increased the volume without giving a 
fluid, active potential. 


In nature we see forms in balance, ready to move 
in any direction. Few fluid forms are completely 
symmetrical, and the contrast in form and shape 
makes an active type of balance. One side can be 
straight while the other bellies out with the relaxed 
weight, or they can both bend or stretch or twist or 
turn—it is always possible to make a drawing that 
is solid, round, pliable, and in balance. We call 
these forms “plastic” as opposed to “static. 
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axrisr Marc Davis Sleeping Beauty 


asiaton: John Lounsbery—Lady and the Tramp. 


A weak drawing lacks appeal. A drawing that is 
complicated or hard to read lacks appeal. Poor design, 
clumsy shapes, awkward moves, all are low on appeal 
Spectators enjoy watching something that is appealing 
to them, whether an expression, a character, a move- 
ment, or a whole story situation. While the live actor 
has charisma, the animated drawing has appeal 


Young people, excited about the great successes 
achieved with line drawing, are always perplexed to 
hear that delicate refinements are not possible in this 
medium, They recall scenes of great beauty and pic- 
tures with strong emotions and cannot see that there is 
any problem in communication. But the problem is 
there, in every scene and every day. Since the medium 
lacks the subtle shadow patterns on the face that can 
reveal the shades of character in a person, we must 
‘concentrate on the acting or the story structure. De 
cate expressions can be misinterpreted, to everyone's 
confusion, and attempting too much refinement can 
make the drawing so restrained or involved that no 
‘communication is possible, Only simple and direct 
attitudes make good drawings, and without good draw- 
ings we have little appeal 

The whole idea of trying to communicate feelings 
with mere lines does seem ridiculous at times. There is 
always the temptation to get in close so the audience 
can really see how the character is reacting, but the 
close-up presents the greatest problems. Dave Hand 
stid, in 1938, when questioned about the advisability 
of using extreme close-ups: "The face begins to flat- 


ten out when you get too close on it. We are attempting 
to overcome that now, with a new dye process, but it 
will be some time before it's perfected.” (It never 
was.) 

Many great effects are possible, but too often they 
cost more than the average production can afford. The 
constant battle is to find the elements that will look 
best in this medium and still allow the strongest com- 
munication of the idea presented, A drawing must be 
made in line, duplicated on cels, painted in flat colors, 
photographed over a background, and projected onto a 
giant screen. Tiny, sensitive lines on the drawings are 
now enlarged until they are more than a foot wide, and 
very, very black. In the mid-thirties, we wished for 
shading, for textures, for areas with no outlines, but 
they were not practical. We had to find other ways of 
putting over the points in the scenes, and in so doing 
developed character animation into a communicative 
art that astounded the world, But at the time there was 
neither glory nor pride in our efforts, only the nagging 
limitations. As we passed each other in the hall, we 
shook our heads and shared the thought, “It’s a crude 
medium.” 


‘The mid-thirties was easily the most thrilling period 
for the Disney animators. It was a time of explosive 
growth for the whole studio, but the exploring and 
‘experimenting and discovery created an excitement 
‘never quite matched again, 

Just because we had named one of the new princi- 
‘ples of animation did not mean that we understood it 
or grasped the extent of its possibilities. Constant study 
d searching had brought us that far, and more study 
was the only way to keep advancing, Walt secured 
movies from other companies for us to see at the stu- 
ho after hours, and he told us of the great vaudeville 
acts to see whenever they were in town. Everywhere 
went and everything we did became something to 
study; for timing. staging, humor, personality traits. 
novements, action. One animator bought a 16mm 
era when they first came on the market, to photo- 


derstanding 
Don Graham," top instructor at Chouinard's Art In- 


drawing talents of the staff, At first it was just 
ular life drawing, but it was not long before Don 
under Walt's intensive drive always to get some- 
hing better. He wanted Don to become the outstand- 
‘ing authority on line drawing in the country. He wanted 
men taught things you could not find in any existing 


4. Discovery 1934-1936 


“l definitely feel that we cannot do the fantastic things based on the real, unless we first know the real.” 


Walt Disney 


art school. Life drawing was useful, but it did not go 
nearly far enough or fast enough. Don soon was spend- 
ing more time studying than teaching, as he tried to 
keep up with Walt's enthusiasm 

Walt realized that the animators teaching the art 
were the ones who shared his desire to achieve higher 
standards, and in 1936 he put out this memo: "We 
plan on installing night classes on action analysis 
immediately. 1 intend to have some of the best anima- 


tors talk to these men and discuss with them Timing, 
[and] means of obtaining certain effects. . . . in this 
way I hope to stir up in this group of men an enth 
asm and a knowledge of how to achieve results that 
will advance them rapidly." Now we were coming 
back two and three nights every week either to talk or 
to listen. There were also guest speakers from outside 
the studio, but, while they were stimulating and en- 
riched our general background, we did not get as much 
from them in a practical way as we did from our own 
"experts." As Les Clark said, “I learned more from 
working with the fellas, and from Walt." 

‘The memo continued: “I also intend to have Don 
Graham study our better animation, so that he will be 
able to analyze things for the younger animators.” 
More work for Don, and this in addition to the classes 
he was conducting on action analysis from live-action 
film clips. He selected single actions on short pieces 
of film and ran these backward and forward endlessly 
while discussing every observation he had been able to 
make, Our eyes flickered in sync with the slow shutter 
speed on the projector, but we were fascinated 

One piece of film showed a horse in a slow canter 
turning a half circle to his left. Don went to elaborate 
lengths to prepare us for this film, explaining how the 
horse had to lead with his left foot to keep his balance. 
“If he led with his right, the support would come too 
late for his weight, and he would fall over." Then he 
ran the film, and to everyone's surprise—and Don's 
horror—the horse was running in a left turn with a 
right lead, Ken Anderson? burst out impetuously, 
“Hey, Don! The horse is wrong!” Too many nights 
with too many classes were getting to Don, but he 
stoically kept on. Actually, he made a better point in 
‘our minds than he would have otherwise, for any 
horseman knows that a horse can lead with either foot 
on a turn. However, his rhythm and balance will be 
better using the one that matches the direction he is 
turning, and we had to know that also. 

Our most startling observation from films of people 
in motion was that almost all actions start with the 
hips; and, ordinarily, there is a drop—as if gravity 
were being used to get things going. From this move, 
there is usually a turn or tilt or a wind up, followed by 
a whiplash type of action as the rest of the body starts 
to follow through. This was evident first in sports 


films showing baseball pitchers and golfers, but soon 
we could see it in more general activities. Any person 
starting to move from a still, standing position, whether 
to start walking or pick something up, always began 
the move with the hips. 

Don Graham eventually did become the leading 
authority on line drawing, but only a man of his 
patience, intellect, and calm determination could have 
lasted through those classes. He would shake his head 
in disbelief at the comments from all sides as he tried 
to educate masses of imaginative, enthusiastic artist, 
Don always had a cigarette in his hand, but it was hard 
to recall his lighting one. In our memories, his ciga- 
rettes were never over three-quarters of an inch long 
(getting shorter by the minute), and the smoke clung 
to his hand and went up his sleeve. There were no 
ashtrays up on the model stand where he generally 
talked, so he never seemed to have a place to put out 
the smoldering tip, moving it adroitly from one set of 
pinched fingernails to another. We found ourselves 
‘engrossed in these amazing displays of agility instead 
of Don's carefully chosen words. 

When some of the animators were pressuring Walt 
to let them change Mickey's eyes so that more delicate 
expressions could be handled, Walt asked Don to bring 
it up in his class to see what all of the fellows thought, 
It was a difficult night for Don, since he had never 
pretended to inject himself into the actual work of 
animation, and he found himself tr to control a 
spirited discussion between authorities of varied opin- 
ions and even more varied personalities, Some felt 
the audience would never accept the new design and 
would wonder what was wrong. Others claimed that 
people would never notice. Some felt it would be all 
right to try it for just one picture and see what happened. 
As the talk became more heated, one man quipped, 
“Why don't we just change one eye at a time?” 

Many of the animators resented the constant push 
toward more realism in every action. To them, putting 
over the gag, the business, the strong pose, was all 
that was needed to be entertaining. The rest was just 
frills. But the new types of pictures called for actions 
that had to be analyzed carefully if they were to come 
off. There was a famous scene in The China Shop that 
was talked about for years. The story was simple: an 
old man has a china shop, and when he leaves at night 


the figurines come to life. But the scene of the kindly 
old shopkeeper taking a last look around, then opening 
he door, walking through it, and closing it behind him 


films. The action not only had to be con- 

it had to have character. The old man had 

tle personality, but he had to be old and kindly and 
that reminiscent of someone out of a Dickens 


animator was determined to get a shuffling walk, 
posture, and a feeling of age in the movements. 
not want this man to reach far, take big steps, 
any way appear to be athletic or strong. The 
man had drawn a door on a wall that had a true 
book feeling, but, unfortunately, the doorknob 
on the far side of the door, a long distance from 
> elderly shopkeeper. He had to walk over close 
to reach out easily and grasp it. But this left 
inding directly in the path of the door, which for 

me reason opened inward! 
9 years after this, the animator would have run 
ck to the Music Room and screamed about the 
Why does it have to be at this 


am I supposed to get him through this door? 
is option had not been considered at the time of 
a Shop. That animator, with great determin: 
d the problem from an action standpoint, 
hoping secretly that he would show everyone 


a casual, shuffling manner. He opened 

another four inches only to find that it had 

ped against his other foot. Again he stepped back— 

four inches. Now the door was against the first 

nce more. There was no way he could step back 

igh into the scene to clear this door, and the 

her he backed up the more problem there would be 

king around the obstruction to get outside, where 

|o be by the end of the scene. So as the film 

by, the poor old man shuffled about endlessly as 

gradually opened enough for him to reverse 

ps and struggle into the night. It was a comedy 

‘on everyone's part, but the animator bore the 

of the kidding more than the director or the 
man. There was much to be learned. 


Through those days, the pictures we made reflected. 
the wide range of concepts Walt was exploring. One. 
film concentrated on dances and the geometric pat- 
tems dancers made when seen from above. This had 
become a popular camera angle because of the musi- 
cals live-action studios were making; it was felt we 
might do it better, but the audiences did not agree with 
us, We dealt with fantasies, gags, musicals, dreams, 
adventures, personalities; the titles alone suggest the 
variety of subject matter: The Flying Mouse, Lullaby 
Land, Mickey's Pal Pluto, The Pied Piper, Thru The 
Mirror, The Klondike Kid. Many of these were not 
successful, but Walt analyzed the reactions and tried 
something else, There seemed no end to his ideas, but 
the best response from both his staff and the audience 
was to his talent for developing personalities. It per- 
meated his thinking on almost every venture. 


Walt had always loved trains, with their almost 
human engines, and as early as 1929 he had one of 
them featured in the film Mickey's Choo-Choo. Ben 
Sharpstcen had the assignment of animating the new 
character. "Walt was not content to have a small engine 
as a prop; he wanted to give it personality, In the 
story, the engine came to a grade where it was having 
great difficulty making headway, and with much puff- 
ing and steaming it squatted down to the ground in 
fatigue. Mickey Mouse, the engineer, tried to prod it 
into action, and the engine tried to put forth a final 
effort. The pistons were animated to represent arms 


and hands; they reached out and grabbed the rails as a 
person might grab a rope to pull himself along." This 
was more than just a matter of personality, it was the 
whole idea built on character relationships that could 
be animated. Mickey had a clear attitude, there was 
something he was trying to do, and the engine offered 
all kinds of opportunity to the imaginative animator. 

A character was never placed in a scene unless he 
had a definite reason for being there. He had funny 
business, gag material, dialogue, something to make 
him interesting, and, usually, something that showed 
who he was and how he felt. Otherwise, he was not 
shown, Walt never left a scene at the continuity level; 
he made something out of it or reworked the story at 
that point, As these ideas became stronger, the cutting 
and staging of the scenes became more important. 
Decisions as to where to have the camera, how far 
back to be, who to have the camera on, when to be on 
someone else—all the facets of filmmaking became 
important to the little cartoon, From a novelty, we 
were coming of age in the picture business. 

The use of real personalities for the characters had 
come about slowly as the better type of comedy and 
gags developed. At first there were just general types 
with the traditional connotations from the comic strips: 
big and tough, small and quick, fat and jolly, thin and 
miserly. The gags called for attitudes, expressions, a 
certain amount of thought or consideration here and 
there, but no need was felt for personality as expressed 
in walks, reactions, motivations, or thinking. The audi- 
ence was drawn into the picture through the types of 
gags and sprightly business; there was no necessity for 
anything more. People were delighted by cycles and 
other tricks to make the impossible look plausible. 

Prior to 1930, none of the characters showed any 
real thought process. Although Mickey had replaced 
Oswald he was doing the same things, and the only 
thinking done was in reaction to something that had 
happened. Mickey would see it, react, realize that he 


ality 


had to get a counter idea in a hurry, look around and 
see his answer, quickly convert it into something that 
fit his predicament, then pull the gag by using it 
successfully. 

Of course, the potential for having a character really 
appear to think had always been there in the routines 
that Walt had envisioned, but no one knew how to 
accomplish such an effect. It was not even realized 
how much such an addition would increase the audi- 
ence's enjoyment and involvement in the pictures. That 
all changed in one day when a scene was animated of a 
dog who looked into the camera and snorted. Miracu- 
lously, he had come to life! Walt was quick to appre- 
ciate the difference and so was the audience. The year 
was 1930 and the animator Norm Ferguson.* 

With the gradual advancements in our skills, the 
way was open for Walt to explore a whole new con- 
cept: that of telling a complete story. The earlier films 
were made up of gags and had followed a situation or 
predicament through to the end, but there was never 
an attempt to capture an audience's interest through 
the story itself. Now Walt wanted to see if his staff's 
ability to present a simple but complete story could 
hold up, for that would open great new fields to us, It 
was a step forward for story, but a huge leap for ani- 
mation. Could we sustain a character, keeping him 
consistent and believable for seven minutes? 

Even more suprising to everyone at the lime was 
Walt's desire to build pictures around the ideas of 
tenderness, the lullaby, someone in trouble, sympathy 
and sacrifice, the fairy story. These were concepts that 
none of his storymen would ever have thought of doing, 
and most certainly none of his competitors, but once 
again Walr's intuition was right. Stories with heart and 
warmth brought the greatest audience involvement, a 
response far beyond that for pictures built only on 
gags. 

The biggest difference—and the gamble—was that 
these films would have to be taken seriously, Cartoons 
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heretofore always were intended to be funny. Would 
the theater patrons accept this new genre, or would 
they laugh at our crude, presumptive efforts? How far 
could we expect them to follow us? 

Fortunately, the audience was more than ready for 
Walt’s type of entertainment. Even in the grim days of 


the Depression, when anything like a fairy tale would 
seem completely out of place, he had one success after 


another—not every picture, nor really even half of 
them, but enough to show us the way to go and encour- 
age Walt in his ideas on communication. 

It was apparent that more than mere continuity was 
needed in presenting a full story. An old favorite like 
Babes in the Woods, using the Hansel and Gretel 
Stories, needed quite a bit more to make it entertaining 
in this new form. We quickly learned that a drab 
retelling of any story or an emphasis on continuity and 
‘exposition was the wrong way to go. Nothing is more 


deadly in animation than explanations of who the char- 
acters are and what they are doing there, followed by 
more discussion of what they are going to do about it! 
We searched for the entertaining situations inherent in 
the story or in the personalities that could be developed. 
One perfect example was the first Mickey cartoon 
in color, The Band Concert. It introduced the amateur 
barnyard musicians giving an open-air concert to an 
appreciative audience. The story was built around the 
music being played and the heckling of Donald Duck, 
an ice cream salesman who wanted to play the flute 
There is no explanation of who anyone is or how 
sd for lengthy 
It is not the type of picture th 
needs a strong personality build-up, so it takes right 
off with entertaining business, and each and eve 


Mickey acquired a band, so there is no n 
continuity scenes. 


scene is packed with entertainment 
The Pointer has very little actual story and few gags 


but is built almost entirely on personality. In fact, it 
epresents the peak of Walt's feeling for Mickey and 
dialogue development that is so specific for this 
ter that it never would fit Donald or Goofy or 
but Mickey. One simple scene of Mickey read- 
ip lo Pluto from a book on how to train hunting dogs, 
longer shot of their camp in the woods, and that is all 
‘anyone needs to know about the situation, There is 
continuity, once again, and each scene is in the 
because of its entertainment potential 

Mickey's reaction to seeing a bear right before him 


my. No one but Walt would have thought of that 
ialogue, or stretched out the situation to so much 
‘footage, or expected the animator to sustain the pre- 
“dicament with nothing but personality. But what per- 
“sonality! This is no ordinary, “Oh, Hi, Mr. Bear." 
Right from the first nervous gasp of recognition, while 
"he is struggling to gain his composure, he is the Mis- 
sour farm boy living out a fantasy. “Oh. . . . It’s you 
+. that is, it is you—ain’t it? I mean, isn't it? Uh, I 
thought you were Pluto, but you're not Pluto. . 
You're you, aren't cha? Uh . . . well, I'm Mickey 
Mouse. . . . Y'know? Mickey Mouse? I hope you've 
heard of me—1 hope? . . ."" This gave the animator 
«strong changes of attitude and texture in the acting that 
- are seldom found in normal dialogue. 

Walt had been so funny in the story meetings acting 
out Mickey's confusion that we asked if we could 
‘shoot a film of him as he recorded the lines. Mickey's 
‘voice was always done by Walt, and he felt the lines 
and the situation so completely that he could not keep 
from acting out the gestures and even the body atti- 
tudes as he said the dialogue. This was before he had 
worked in front of a camera, and he was reticent. 
Doing a good job of recording the voice with all the 
shading and timing and expression that were required 
‘was enough creative effort for anyone, especially when 
restricted to an unnatural falsetto voice for Mickey. 

Walt was skeptical of live action at that time and not 
too sure of how we would use it, but our enthusiasm 
‘won him over. Reluctantly he agreed, but with restric- 
tions: “Well... . if you keep the camera in the booth— 
‘not out on the stage, mind you—and if I don’t know 
when you're doing it; and. . . ."” On that day, he wore 
his baggiest clothes and his favorite old felt hat, which 


did not give him a crisp appearance but did make him 
feel comfortable and relaxed. The camera was set up 
so far away from Walt that our image on the film was 
very tiny, but still it captured the essence of his acting, 
While the animator nearly went blind trying to chart 
the timing and to sketch from the action, it paid off in 
a memorable little sequence that reflects Walt’s think- 
ing completely. 

At the point in the recording where he said, “I'm 
Mickey Mouse. . . . Y'know? Mickey Mouse?" Walt 
instinctively reached out with his hand to denote the 
height of a little kid. It was the only time we ever 
knew just how big Walt considered Mickey to be. In 
spite of the help it gave us, he never let us put a 
camera on him again; and years later, when we wanted 
to look at that film once more, it had disappeared, No 
one knows what happened to it 

The use of design and color and beauty in our films 
was beginning to change their appearance dramatical- 
ly. bringing the artwork closer to storybook illustra- 
tion. The arrival of artists who were better draftsmen 
meant that the studio could dispense with the tricks 
and techniques that had brought the films this far and 
‘embark on a more ambitious course. Mood began to 
play an important part. Well-designed long shots are 
exciting to see, and if they can establish a special 
locale and build a mood at the same time they are 
invaluable. They reach immediately into the viewers’ 
imagination, involving them in your pictures before 
you have barely begun. 

We were helped in this by what we could do with 
both sound effects and music. Sound makes you think 
of your own experiences, which opens up a whole new 
range of symbols for communication, Night sounds, 
crickets and frogs, eerie wind, blustery wind, rain ona 
window or on the roof of a car—all work in ourmem- 
ries and immediately establish a mood. Music can do 
even more to arouse our emotions; and, while in the 
early films sound was spotty and reminiscent of a 
small band in an orchestra pit, music quickly found its 
way to a more artistic use through stirring themes that 
literally transported the audience into our make-believe 
worlds. 

The Layout Department had been slow to develop, 
probably because there had been little call for the art- 
istry later brought to the films, and possibly because 


Walt was not aware at the time what good layouts 
could do. There had been no dramatic settings and not 
even a layout that matched the scope of ideas seen in 
the action. There was a lack of character in the draw- 
ing, with one house looking like another, all trees 
looking alike, and the final painting so gently tinted 
that it hardly could be seen. No one knew yet how to 
support the personality of an actor through the han- 
dling of his surroundings. The actor had to make his 
way alone 

By the time of the Three Little Pigs 
beginning to look for entert 


Walt was 
ing ideas in a charac 


ter's locale, and he loved to tell how the artists had 
drawn pictures of boxers and sports figures on the 
walls of one foolish pig's house, and pictures of girls 
in the next, while the practical pig had photos of 
Momma and Papa. This was a beginning, but few 
people saw that touch in the background while watching 
alll the interesting action in front of it. Six short but 
busy years later, the audience was seeing the unforget 


table figures in Geppetto's house and detail after mem- 
orable detail throughout the whole picture. A way had 
been found to do it 

By 1936, a new type of picture was becoming pos 
sible. Technical skills were advancing and a new cam. 
era was being built that promised wonderful illusions; 
inimation of rain and clouds and lightning had im- 


proved to the point tlrat they were quite convincing; 
cartoon colors were beginning to glow; and new styling 
coordinated all of a film's parts into one unified con 
cept. When these achi 
the ability to portray mood on the scre 


jements were combined with 
n, a true mile- 
stone in the development of the animated cartoon 
resulted: The Old Mill, Academy Award winner for 
1937. With no story other than the reaction of various 


animals to one stormy night in a broken down mill, the 
film showed that an audience could be swept up by 
sheer artistry and become deeply 
mated film 


volved in an ani 


Walt had not been so successful in his attempts to 


‘establish new frontiers in other areas, notably in the 
animation of human figures. He called for cartoons 
about Persephone in the Goddess of Spring, a charm- 
ing sugar cookie girl in The Cookie Carnival, a win- 
‘some stuffed doll in Broken Toys, and an excitable, 
greedy monarch, King Midas, in The Golden Touch. 
‚The cookie and the doll were acceptably feminine, but 
the whole world is highly critical of a less than perfect 
representation of a pretty girl. The animator's draw- 
ings and the movement they depicted were admittedly 
far from perfect. 

King Midas proved to be unacceptable as well, 
although there was at least one moment when his feel- 
ings came across to the audience so strongly that a 
momentary sensation of empathy was created. The 
{rouble here was not so much with the animation as 
with the story, which had not been worked out with 
nearly the care that was customary. It made Walt real- 
ize that "Story . . . must be considered the heart of the 
business,” He continued, **Good animators can make 
a good story a knockout. There is not much that the 
best animators can do with bad stories.” 

Walt’s feeling about stories generally always had 
been lo get the entertainment first and then find ways 
1o tie it all together. Chaplin had gone even further in 
this direction, making extensive use of printed cards to 
set up his predicaments: "'Seasick," “That night," 
“He finds a friend, " *“Lost"*—and then he had gone 
right to the heart of what was funny in the situation 
Walt felt the same way; he was not interested in get- 
ting from “*here"’ to “there,” only in what happened 
10 the character once he was there 

Another frontier giving trouble was that of voices. 
‘Walt’ original feeling seemed to be that cartoon char- 
acters should have cartoon voices, something different 
and as far from a natural voice as the drawings were 
from real animals or people. He had found a duck's 
voice in a radio cómic." a singing chicken in an ex- 
opera songstress, amdehig staff volunteered more unex- 
pected sounds, Ahimator Fred Spencer could talk 
through a gargle thak seemed appropriate for a fish—or 
at least some underwater character—and Ollie Johnston 
could talk with the bleating of a sheep, but no use was 
ever found for that particular talent 

As the stories became more sincere, the casting for 
voices took a new direction. Now the search was for 
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sincere voices, real voices, not the trained voice of the 
stage but the completely natural voice of the boy and 
girl next door. In Cookie Carnival and Broken Toys, 
the voices were so commonplace that the animators 
could find no gestures or attitudes to caricature, Straight 
voices demand straight action, and the artists simply 
could not make the characters come alive. But Walt 
was not worried. He felt sure they would get it on the 
next picture! 

‘There were changes in audience tastes, too, which 
became more sophisticated, more accustomed to bet- 
ter animation and more realistic presentations. People 
were expecting higher quality now and looked to us 
for extremely convincing characters. One historian, as 
he tried to trace the growth in Walt’s thinking, asked, 
“Would it have been possible to create another char- 
acter as broad as Donald Duck by the end of the 
thirties?" The answer was unanimous: "No one wanted 
another Donald Duck at that time." We had grown 
up. 

Christopher Finch in his book, The Art Of Walt 
Disney, told a story about Dick Huemer meeting Ben 
Sharpsteen on the street after Ben had gone to work at 
the newly successful Disney Studio. Dick asked him, 
"What's the secret over at Disney's? What do you 
guys do that's different?" Ben answered simply, “We 
analyze." Dick responded that his people analyzed, 


too; everyone did. There had to be more to it than that. 
As he thought about it, Ben decided that the key ingre- 
dient must be "realism." In his own experience, he 
had found that much of the material in cartoon films 
was lost on the viewers; they could not understand it 
or relate to it. Walt had bridged that gap with realism, 
or a caricature of it. His situations were understanda- 
ble, clear, and funny. His personalities were based on 
someone you knew. 

As the studio grew, Walt had increasing trouble 
keeping track of everything that was being done, so he 
placed more of the burden on his two directors. Happi- 
ly, he found that he could turn out more product this 
way while still exercising just as much control. At first 
he had called them "'storymen,"" because their job was 
to see that the story elements were preserved. They 
just grew into their jobs rather than being appointed 
with any ceremony, because of the need for making all 
the action sync to the beat. First it was Wilfred Jackson, 
who never even really was hired. (He had asked if he 
could come in just to learn.) Then Walt added Bert 
Gillett, who had come out from New York with some 
reputation and experience. 

Eventually, when Bert moved on to other work, 
Walt moved up the forthright and ambitious Dave 
Hand, who had a talent for getting things done, By 
this time, the responsibilities of the director were begin- 
ning to expand. He became the hub from which all 
other functions radiated, He had to follow every last 
detail through every department, to make sure that the 
finished film would faithfully reflect the ideas that had 
originated in the Story Department. To do this, he had 
to have imagination, patience, drive, diplomacy, and 
endless creative ideas. 

The director's office was called the Music Room in 
the carly days of sound because the musician had his 
desk and piano there. Later, when music acquired a 
broader role and the musician got a room of his own, 
the name not only persisted but came to suggest the 
whole function of preparing the work for animation— 
even after there were more directors and **Music 
Rooms" than there were musicians. 

The easiest times for the director were when he was 
told exactly what he was supposed to do. His most 
difficult moments came when his instructions had been 
vague or he had misinterpreted Walt's remarks at a 


meeting. The latter was easy to do, since Walt had a 
‘way of avoiding a positive commitment when he was 
not quite sure in his own mind. His usual method at 
Such times was to bolster the director's confidence, 
sell him on the glories of the sequence, fill the air with 
exciting generalities, then duck out while everyone 
was still elated. It was not until hours later that anyone 
would realize there had been no real resolution. The 
stronger directors, such as Dave Hand and Wilfred 
Jackson, would not let Walt leave the room that way, 
but they would push him to the point of annoyance 
until they were positive that Walt knew and approved 
‘of exactly what they were going to do. Another direc- 
lor might simply work ahead stoically, hoping that 
Walt would drop in later with clearer instructions, but 
realizing all the time that his position was precarious 
and his responsibilities enormous. 

‘The animator received his scenes from the director 
in a special session called “the handout’ (or "'pick- 
up”). This meeting could stretch out over several days 
as the director explained how he wanted the scene 
done, ideally in a way that captured the animator's 
imagination and excited him about the scene’s poten- 
tial—while keeping him on the right track. In the days 
‘when scenes were only gags, a description of the action 
typed on the bottom of a story sketch was all that was 
needed, and the handout consisted of dealing these out 
like playing cards to whichever animator was free to 
work. But when the scenes were expected to build 
character and utilize personalities to tell the story, 
printed instructions failed to convey the message. With- 
out wide-ranging discussions with the director and per- 


sonal involvement, the animator would only illustrate 
another person's ideas, and that is as barren an assign- 
ment as anyone ever had. Walt had been most explicit 
about the necessity for “getting the animators into the 
spirit of the picture, and not making them feel outsid- 
ers just executing something worked out by someone 
else.” 

Dave Hand explained the whole business of the 
handout this way: ""Our entire medium is transference 
of thought. The thought is created first in the mind of 
the storyman . . . then transferred to the director, who 
attempts to transfer it to the animator. This is where 
the big problem of transference comes, because the 
animator then attempts to transfer it pictorially. He 
takes it out of the intangible, and places it in tangible 
form, in picture, for transference back to the mind of 
the audience and picture presentation is clearer 
than any other means of transferring thought from one 
person to another.” 

At another time, Dave was not so poetic. “We can 
talk until we are blue in the face in the Music Room, 
but the animator thinks entirely a different picture." 
No one really knows what another person's understand- 
ing is, and the difference in conception can be unbe- 
lievably wide. A director on a live-action picture can 
work with the actor and see what he is going to do. 
‘The actions can be altered, refined, changed, or ques- 
tioned, and the results judged on the spot, In anima- 
tion, there is no way of knowing ahead of time how 
the scene will look. Perhaps the animator has a clear 
picture, but he can be fooled, too. 

‘As more and more animators were added to the 
staff, there was an increased need for training on one 
hand and control on the other. Many systems were 
tried, and for a while there was a category of “junior 
animator” to denote someone making a contribution 
but limited in what he could do. The problem was how 
to go about teaching those who still had much to learn. 
With several sequence directors on the same picture it 
was already difficult to maintain either the quality or 
the characterization that Walt was seeking. The answer 
seemed to lie in giving more responsibility to the 
stronger animators, and the job of Directing or Super- 
vising Animator was invented. Walt never liked titles, 
so these men were never sure of what they were, only 
what they had to do. 
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Walt had to have a way to see the animation before it 
went into his pictures. He could flip the scenes and 
study the drawings on the pegs, but the only way he 
really could tell how they would look was to have the 
drawings filmed. This was known as a “pencil test,” 
and it gave both Walt and the animator a chance to 
study the action and make corrections before the scene 
was inked and paínted. 

Ub Iwerks had devised a way to look inside an old 
projector while the film was running, eliminating the 
need for a screen and viewing room, and the men 
stood in line to see the effect of their drawings on film. 
It was not long before this innovation was contributing 


so much to the making of the films that a standard 
film-cutter's viewer made by the Moviola Compa 
was purchased. This had an enlarging lens, and two 
people with their heads pushed close together could 
watch at the same time. 

When the new addition was made to the studio in 
1931, the space under the stairwell was saved for a 
place to see the pencil tests. Prior to that, the men had 
shielded the lens from the light by their coats or their 
hands, or by placing the machine in a corner and hang- 
ing a curtain from the ceiling. This kept the area dark 
enough, but made very cramped quarters for the two 
or three people squeezed inside. That was nothing 


‘compared to the new little closet under the stairs. 

By this time, as many as five or six people would 
“check the scenes together, as Walt showed what he 
liked about the work in a scene; or, more often, what 
he did not like. It was inevitable that someone would 
refer to the enclosure as a ““sweatbox.”* Then as more 
- men were hired more machines were needed, and these 
‘were placed where they could do the most to speed up 
- production—the space under the stairs was no longer 
“convenient enough. The old term prevailed, however, 
“and as scenes were cut together into whole reels of 
“pencil tests, the animator went to "sweatbox" when 
"he saw his scenes with the director. From there, it was 
“a small step for the term to become a verb. Even 
“though by 1934 there were two full-fledged projection 
rooms with air conditioning and comfortable chairs, 
animators asked, “Have your scenes been sweatboxed 
yet?" or sometimes said, **I better not have a beer for 
- lunch, they're sweatboxing my stuff today." 

In these sessions, the purpose is to be sure that 
"everything is working, whether it is the acting, the 
> action, or the stage directions. If the scenes are good, 
- more business may be added to make them even bet- 
‘ter; if they are wrong, changes are called for, but 
“always with an eye to saving as much as possible of 
what has been done. Animation is expensive, and the 
morale of the animator is critical to a good result 
Sill, Ham Luske,* the first supervising animator, al- 
“ways cautioned the young artists, “Never make a small 
> change. When they ask for a change, they're thinking 
‘of a big one . . . something that will really make a 
difference; otherwise they wouldn't mention it." 

Walt knew what made a scene play and could explain 
it to the animator so that he would understand. There 
“were many times when Walt was undecided on what 
direction to go, but once he saw a scene of animation 
could quickly analyze why the action was not as 
entertaining as it should have been. The following 
“excerpt from sweatbox notes dated March 25, 1937, 
how minutely he went into each scene. This was 
“Fred Moore's animation of Doc and Grumpy arguing 
“about whether Snow White should be a guest in their 
“house: 

.. Sc 24B Shoot a corr. ruff 
Punch Doc's poking Grumpy more. 


Get a nervous head on Doc to "WHO'S A... .''he 

is mad at the start and you have him calm down too 

much. 

As Grumpy says "AW SHUT UP" have Doc jump 

back (just a little) in a fighting pose, dropping his 

fanny and getting a stretch in the legs. . . . get a 

spring in his legs and fanny wiggle (as Walt demon- 

strated) while in the fighting pose. 

Sweatbox notes such as these were taken down by 
the Music Room secretary, and it was no easy job. 
Explicit as they sound, the discussions that led up to the 
final decisions were full of alternate possibilities and 
attempts to find corrections that the animator under- 
stood and liked. No one talked slowly enough for 
complete notes to be recorded, and much of the termi- 
nology was in words no one new to the business would 
use. While the secretary was trying to rephrase the 
thoughts so her notes would be clear, she would hear 
Walt saying, “Yeah, I think that's your best bet... 
y'know? . . . like we talked it there . . . do it like that 
and we'll see how it looks . . . whaddya think?" and 
she would know that one of the ways had been agreed. 
upon. Which one? 

To anyone not in the meeting, the sweatbox notes 
made no sense whatsoever; and to those of us who had 
been there it was still a mystery most of the time, since 
the unfortunate secretary had gone through her notes — 
and tried to use her own memory for the parts she 
thought she understood, to make it all mean some- 
thing. If she was questioned about some of these rather — 
personal decisions on her part, the normal response 
you were there, weren't you?” said in a 
thin, piercing, and slightly threatening voice. 

Walt gradually turned over the **nuts and bolts" of 
making everything work properly to the directors, and 
devoted his own time to the bigger ideas. This did not 
‘mean that he let things slip by or did not notice what 
each man was doing. Not at all! He merely realized 
that if he told a supervising animator or the director 
how he thought a particular thing should be, they should 
be able to see that it was done that way. After all, he 
had trained us carefully over the years by going over 
every last frame in each scene—not once, but maybe 
fifty times—unti we had all seen clearly what was to — 
be done. 
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‘The animators saw Walt at the story meetings where 
he acted out everything as it should be, and then again 
in “sweatbox,”* when they showed him the scene as 
they had animated it. In between times, the directors 
discussed with them what actions would be used, 
argued about how to stage them, how long the scenes 
should be, and how best to do the business. The ani- 
mators learned from each of the directors, and anima- 
tion flourished. 

In 1934, when the big expansion began, there were 
three directors. There had been more work than Wilfred 
Jackson and Dave Hand could handle, and someone 
was needed who could develop the talents of the 
younger men being hired at that time, men with ability 
but no practical experience in cartooning or commer- 
cial art. Ben Sharpsteen was chosen for this assignment 
because he was always worried and concerned and 
dedicated to the studio. He projected a father image 
and tried to raise his fledglings like his own children, 
counseling them on everything, from which car to buy 
to which comedian to study. 

Ben was conservative and made us work on funda- 
mentals until we were on firm ground before we could 
go ahead, He gave drawing problems to all the assis- 


Hee 


tants and inbetweeners, not so much as a competition 
but so they could learn to talk over the difficulties and 
observe the variety of solutions. One favorite assign- 
ment was a tug-of-war between Goofy on one side and 
Mickey and Donald on the other. Ben wanted to see 
the rope taut, the feet planted squarely on the ground, 
hands and arms that carried the strain of the pulling 
right into the bodies, heads that reflected the effort, 
and an overall arrangement that showed clearly what 
they were doing. In addition, he suggested that it would 
be good if the whole thing could be made entertaining, 
with some fresh slant on the staging or the way each of 
them was participating in the action. 


Many animators were still doing straight ahead ani- 
mation at this time, and it had a greater appeal to the 
young and eager than the more thoughtful, disciplined 
“pose to pose’” method. The danger, of course, was 
that no one stopped to make a solid drawing that had 


everything in it. The animator kept thinking, “The 
next drawing will have it—all the character and the 
action and the funnies and the straights and the good 
drawing, You'll be able to see what he's doing in this 
very next drawing. . . ." 

‘The next drawing was just as weak, as was the one 
after that, because a good drawing is not made casual- 
ly, especially while the artist is thinking about some- 
thing else—in this case, how to get the figure from 
one place on the paper to another. Ben Sharpsteen 
knew this all too well, and he knew the only cure for 
the mushy, indecisive action that inevitably resulted 
was for us to work over each drawing, strengthening 
and clarifying, until the drawing problems had been 
solved, before we went ahead with anything 

Wilfred Jackson (Dave Hand called him Willie but 
wrote his name “Jaxon” once, and it stuck as a nick- 
name with the rest of us) taught us thoroughness and 
the importance of detail. He had an immensely crea- 
tive grasp of his whole picture and what he wanted it 
todo, but his big strength was in the astounding atten- 
lion he gave to every last detail. Every frame of each 
scene was carefully considered and made into some- 
thing valuable; the animator was never at a loss to 
know what should be done in the footage he had been 
handed. If you had a better idea, Jaxon was all for it, 
but until you did he provided you with some very good 
‘material to animate. Jaxon was easily the most crea- 
tive of the directors, but he was also the most “picky” 
and took a lot of kidding about his thoroughness. 

Dave Hand's major contribution was in keeping up 
the quality of the work while organizing the proce- 
dures, forcing decisions, and keeping it all moving in 
the direction Walt said he wanted. He took on the job 
of making Walt's dreams and vague feelings tangible, 
and to do this he constantly had to try to pin Walt 
down to specifics, But Walt often changed his mind, 
and this led to some heated arguments. He confided 
once that Dave would storm into his office "white 
with rage. He'd grip the edge of my desk until his 
Knuckles turned white. . I'd keep the desk between 
us." Then Walt would get a twinkle in his eye, and we 
knew that he enjoyed seeing Dave this concerned about 
the product and was not being unsympathetic. As Dave 
had admitted to him earlier, “I can't function until 1 
get mad!" It was an interesting situation. 


But Dave knew enough to recognize quality, and if 
Walt said, "Let's get thar into the picture," Dave 
would make sure that it got in and just that way. If 
Walt said, “We can save money here; let's keep the 
cost down," Dave would use every shortcut in the 
book. He never confused his own views or ambitions 
with Walt's, and he never questioned Walt's authori- 
ly. He tried to protect Walt from getting swamped 
with details, and he tried equally to protect the anima- 
tors from too many interruptions. He liked to see things 
working in a productive fashion, and he was not afraid 
10 do anything that might be needed to achieve that. 
These qualities made him a very good director for 
Walt, and later an excellent Production Manager. From 
Dave we learned courage and integrity and an aggres- 
sive approach to our work. 

When Walt was deep in thought he would lower one 
brow, squint his eyes, let his jaw drop, and stare fix- 
edly at some point in space, often holding the attitude. 
for several moments. Unfortunately, he did the same 
thing when he appraised you prior to explaining a 
new assignment or admonishing you for not getting 
the idea he was presenting—or worse, when he had 
just noticed some quirk or mannerism in the way you 
did things, something he could exploit at a later date if 
he chose to. It was unnerving to be caught in that 
intense stare, and we never knew whether the scruti- 
nization was because he was thinking of some new 
way to get us to do something he wanted, or if we 
were merely accidentally in the path of a preoccupied 
gaze. Many times we would look up casually during a 
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meeting to find to our surprise that we were being 
studied intently. No words could break the spell, and 
ing unsure of the meaning of the look it was inad- 
visable to say anything anyway. So we squirmed, 
smiled weakly, looked thoughtful, stared back, pre 
tended not to notice, or nodded wisely as if in tentative 
agreement, until Walt suddenly burst out with some- 
thing like "Why don’t we have Pluto get mixed up in 
this skating business, too?"* 

He expected everyone to work as hard as he did, 
and to be as interested and excited about what we were 
doing. He never spared feelings, because his interest 
was in the product and not in who had the best idea or 
who had made a poor suggestion or expected applause 
We were all in it together, and the fellow who went off 
on his own, developing an idea that Walt had not 
approved, was asking for trouble, and received it 

Almost any comment about the material being con- 
sidered was acceptable as long as it was offered in 
good faith, but it was a different story if anyone tried 
to get in a personal dig about either the product or 
Walt's methods. Sometimes an individual would feel 


alittle confident after a successful meeting and would 
try making a few kidding remarks about Walt. This 
rash decision was quickly regretted as Walt, with light- 
ning response, made the culprit look utterly ridiculous 
—in a matter of seconds and in a very funny way, 
Suddenly the tables had been turned, and everyone 
was laughing at Walt's comments delivered at the 
expense of the man who had started it all. Ward 
Kimball’ said, "No one ever got the best of Walt in 
any exchange, kidding or serious, Those who tried 
were cut to ribbons, 

‘Through all these days, Walt was constantly plagued 
by money problems and by distributors who took the 
lion's share of the tiny profit from his creative efforts 
He always felt that the way to win in this type of battle 
was to “beat them with product," to make films so 
good that the world would beat a path to his door. Ben 
Sharpsteen told of a 1929 conversation with Walt 
"He was determined that he would no longer be de: 
pendent on a distributor or a victim of his chicanery." 

‘he important thing was to improve the product, 
because audiences would respond to a better film, He 
did not believe in cutting comers to save money if it 
hurt the quality nor would he turn out a cheap product 
just to make money. Instead of looking for the maxi- 
mum profit, he was looking for the maximum audi- 
ence response 

Even so, he was watching his pennies very careful 
ly. Anyone not working at the studio found this hard 
10 believe, since it was obvious that doing a scene over 


three and four times was more expensive than doing it 
once. Reaching for new achievements, trying things 
that had never been done before, asking more of his 
staff than they knew how to do—all this cost money 
And Walt knew it, but he chose to spend what money 
he had in those very areas, figuring that he could save 
someplace else. For example, simplifying the concept 
for a whole picture would make it less expensive: 
eliminating costly scenes, extra characters, crowd shots, 
anything that took more time or more work for the 


same result. Too many characters in a story not only 
runs up the cost but divides the audience's interest. It 
takes away time needed to get the most out of the 
main characters, who are supposed to be the most 
interesting anyway. 

Changing his procedures, using his men differently, 


using more cycles, more repeat action, careful use of 
staging and cutting and field sizes 10 emphasize the 
entertainment and eliminate everything else—these 
were the areas in which he saved. The new ideas, the 
better pictures, the things that paid off with an audi- 
ence, and even the training of his staff—this is where 
he spent every nickel he could get. We were asked 
many times to find more economical ways of working, 
but never to compromise the quality of the product 

Walt was not making works of art to hang in a 
gallery. He was striving purely for entertainment, and 
there were many ways of doing that: it could be in the 
sory, the personalities, the visual excitement, innov 
tions, situations, unexpected twists, beauty, mood, 
spirit of fun, or just comic movements. If one part 
became too expensive, perhaps it could be balanced 
somewhere else with something that cost less but was 
just as effective 

The biggest saving proved to be one that started in 
the Story Department. If the work was carefully pre- 
pared there, it would flow through the plant at record 
speed. Too often a storyboard would be approved just 
because no one quite knew what else to do with the 
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material; it was felt that any weakness would show up 
farther down the line, or new ideas for strengthening 
and building would become obvious once the first ani- 
mation was done. Walt was as guilty of this as any- 
one, but he still put out a memo stating, “Very 
thorough preparation of the story in the Story Depart- 
ment plus the follow through of the storyman with the 
director . . . in the handing out and in the planning of 
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the action in the Music Room . . . will do a lot to 
eliminate lost motion on the part of the animators 
caused by animating a scene two or three times because 
the action was not planned out properly in the first 
place." And again, **. . . . we would find that doing 
the preparatory work in the beginning is a very small 
expense in comparison to having to do it when the 
picture is in animation." 

His brother Roy kept cautioning Walt about spending 
more than they were getting for the films, but Walt's 
attitude was, “Roy, you get the money, and we'll make 
the films!" However, the time came when there simply 
was not any more money to be had for a cartoon short. 
Roy pleaded with the rest of the staff, “Hey, look, 
fellas, you've got to work on Walt! He's got to stop 
spending so much money!" (Years later Walt was mak- 
ing The Magnificent Mr. Toad and suggested a line of 
ialogue for McBadger: "'Somethin's got to be done 
about Toad! He's spending to-00 much money!")* 

Walt had a different answer to this predicament, 
according to Dave Hand: “If we put 10 of these 700 
foot shorts together, we've got us a feature—7000 
feet. Now they won't pay us but 15 thousand for a 
short, but for 10 of these, that would be 150,000, and 
surely we can get more than that for a feature!" Dave 
does not remember if Roy fainted at that bit of finan- 
cial wizardry or not. But he does remember his own 
feelings: “There was no other way he [Walt] could 
stay in the business. He would not sit still and make 
cartoons at 15 thousand dollars.” 

Whatever his reasons, it seems now that it was inev- 
itable that Walt eventually would attempt a feature- 
length animated film. His cartoons had become popular 
in the theaters (Mickey Mouse was known around the 
world), and he was gaining confidence in his staff. In 
the mid-thirties he wrote a memo, “The animation has 
made a very definite advance forward which, in my 
estimation, is close to 100% over what it was a year 
and a half ago. I know that eventually we are going to 
attain a degree of perfection never before thought pos- 
sible. It proves to me that the time we have spent 
studying, trying to analyze our problems, and sys- 
tematizing ourselves, is bearing fruit. The hitand- 
miss is going.” 

He knew he had the strength in the Story Depart- 
ment because he was carefully adding new people, 


experienced writers, to his regular staff, and he was 
also discovering great talents within the ranks. Perce 
Pearce, who had once ghosted the comic strip The 
Captain and the Kids, had been moved out of Inbetween 
after contributing one gag after another to the Story 
Department. Once there, he showed an exceptional 
feeling for personality coupled with the ability to act 
out the traits that would work best for animation. 

Perce was one of the first storymen to add the little 
unexpected touches of character and business that 
enriched the films and made them so memorable. One 
section of the picture might tell its idea well and fit 
into the story nicely, but it could still be barren and 
cold, Perce would immediately start weaving his touches 
‘of warmth through the actions and the personalities— 
nothing big or important, just little things that added 
charm and appeal. It might be a bit of acting or perhaps 
a colloquial phrase in the dialogue, or it even could 
be a few additions to the background that would make 
the locale more decorative, more special, more imagi- 
native 

There was also Pinto Colvig, ex-circus clown, enter- 
tainer, clarinet player, who had joined the staff a few 
years earlier contributing story ideas, voices, and funny 
‘ways of doing things. Stimulating visual suggestions 
would be needed for the feature film Walt had in mind: 
Snow White. In production management, there was 
Dave Hand with his great ability to organize and man- 
age, along with his creative ideas. The directors had 
proven their capabilities, and in layout there were the 
‘outstanding artists Hugh Hennesy and Charlie Philippi, 
followed by Tom Codrick. 

Walt would need the best action he could get for 
Snow White herself, and this meant careful planning 
and analysis in addition to talent. A feature film would 
have to have tender moments, sincere moments, quiet 
moments. There would be a need for drawings with 
great appeal, characters with life and believability, 
and personalities that could hold an audience for well 
over an hour. Gags, funny actions, and visual tricks 
would not do it, If the audience were to be drawn into 
this film, this world of fantasy would have to be a real 
world with real people doing real things. This would 
not be a cartoon. It would be "theater," and Walt 
would have to have men leading the way who could 
make it all come true. 


s Cartoon Comes of Age 


NORM FERGUSON AND HAM LUSKE 


"In most instances, the driving force behind the action is the mood. the personality, the attitude of the char- 
‘acter—or all three. Therefore, the mind is the pilot. We think of things before the body does them." 
Walt Disney 


Disney storyman Dick Kelsey once said, “There is no 
“perfect window for a house; there is something wrong 
with all of them. They warp, corrode, rust, swell, 

{wist, and need constant painting. It's a matter of what 
> you like and what you're willing to put up with.” And 

the same applies to animation. There is no best way to 
“animate any more than there is one “greatest anima- 
^ Ipr'—or greatest painter or writer or actor. Each brings 
his own personal message and interpretation to his 

craft, and if he has something to say that audiences 

‘want to hear, and if in addition he can effectively 

‘communicate that message, he may be considered great. 
> His work may grow and become timeless, or changing 
fastes may outdate him in his own time. 

In late 1935, Walt picked four men from his tal- 
- ented group of animators to supervise the animation 
on Snow White. These men were Norman (Fergy) 
"Ferguson, with a mastery of broad staging; Hamilton 
- (Ham) Luske, with great ability to analyze and develop 
> procedures that others could follow; Fred Moore, with 
- superb appeal in his drawings; and Vladimir (Bill or 
T-bone) Tyıla, with an ability to portray great emo- 
tions and inner feelings in his characters. We have to 
believe that Walt, with his uncanny intuition, must 
have realized that he had found a magic combination 
in this group. 

Their rise had been rapid and their contributions 
"tremendous. But their careers, whether due to chang- 

ing tastes or personal problems, were to be fairly short- 
lived by Disney studio standards, where many ani- 

‘mators have produced successfully for periods of over 


forty years. Their work, beginning with shorts in the 
early thirties, reached its height in Snow White, Pinoc- 
chio, Fantasia, and Dumbo. During this time they 
more than justified Walt's confidence in them. But 
continued success eluded them, and, somehow, when 
their time had passed, they were never again to find 
the same opportunities to express their particular tal 
ents. Animation took a direction that demanded a re- 
finement no longer compatible with their styles. 
These men were fine craftsmen wh« had helped to 
break away from the rigid traditions of the past, Their 
scenes were identified with the new, important uses of 
fundamentals—the broad Squash and Stretch and the 


strong Anticipation. Their work was easy to under- 
stand, to recognize, and to study. But as new men 
with formal art training came along, and Walt's think- 


ing tumed toward an increasingly sophisticated type of 
animation, a more subtle kind of action with more 
complex acting and more meaningful expressions de 
veloped. The animation became so sophisticated that 


it was almost impossible to recognize the basic princi- 
ples. The medium had developed into an art form. 
Perhaps it was fate that brought these four anima 
tors together with Walt at this time, Their styles were 
as diverse as any four could be; rough or clean, intui 
tive or analytical, it did not matter. It was the combi 


he animators, Bill 
jected the strong- 
tional feelings into 
racers 


nation of these four men that helped Walt set a course 
that would take Disney films to heights never dreamed 
of: the creation of characters that reached out to audi- 
ences in a way only a few live-action pictures ever 
achieved 

However, it is conjecture to say that the big devel- 
opment in Disney animation came just from the chance 
combination of Walt, Fergy, Ham, Fred, and Bill. But 
because these men were put in positions of authority, 
they automatically had certain responsibilities thrust 
upon them that opened opportunities others may not 
have had. Their chances for greatness certainly were 
increased. 


Dave Hand believes that Walt would have come up 
with basically the same type of picture no matter which 
top animators he had chosen to lead off. Wilfred 
Jackson felt the same way: “It is my opinion that if 
Walt had started at some different place at the same 
time with a different bunch of guys, the result would 
have been more or less along the same lines, because I 
think Walt had a real firm hand on the tiller. There 
may be some things that some of the guys brought out 
Which showed possibilities to Walt that he took advan- 
age of that spread the gospel and the rest of us picked 
up, but really talented guys in other directions could 
have given him a similar thing 1 believe, because he 


really set the course. He was always out there and we 
were trying to catch up.” 

Walt gave inspiration with his acting and storytell- 
ing, and his animators came up with the elements that 
brought about the Golden Age of animation. It is doubt- 
ful whether the warmth and the tenderness and the 
heart would have appeared in the pictures without this 
combination. Without these men it would have been a 
different Snow White—if the picture would have been 
made at all, But Walt drew out of each man what he 
could, and then continued to build on that contribu- 
tion, always asking for more. He was opportunistic, in 
a way, in his ability to use what a man had to offer, 


and then to make the fellow produce far beyond his 
normal capabilities. 


Fergy 


Norm Ferguson (or, as we always called him, Fergy) 
used to like to tell of the lonely night when he switched 
from cameraman to animator. He was staying late to 
finish shooting a scene when he discovered that some 
of the drawings were missing. There was no one else 
around to complete the animation and no one to call, 
so as Fergy put it, “I had to fill in." The scenes were 
so successful that he was offered a job drawing. And 
he reasoned, “If this is all there is to animation, I 
guess I'll switch over—it beats being on camera. 

Fergy, who came to the studio in 1929, had an 


In this scene from Peculiar 
Penguins, the girl, annoyed 
with her inept boyfriend, 
‘flips her tail feathers in his 
face, then tosses her chin 
in the air. Ham Luske ani- 
‘mated the scene (top row) 
with good anticipation and 
follow-through, but felt the 
‘action lacked accent and 
cuteness. 


On his second test, he 
made the tail go farther and 
added a slide backward to 
accentuate the flip (vertical 
row). This gave unexpected 
emphasis and pertness to 
the whole action. 


Ah 


‘intelligent, creative mind, and he listened and observed 
than he talked. What he did say came out with a 
Brooklyn accent, and it was usually punctuated 

by, “Yeah, yeah, you know, you know." He would 
about events that were going wrong, so it was 
ult to tell just how deeply he felt about things. 
of the time during a conversation he would be 

with a little curl of hair on his forehead that 

js seemed to separate from the rest, Jack Cutting! 

iid that Fergy's wide-open pale-blue eyes and fixed 

looked guileless and friendly, but every so often 

Qu got the feeling that his smile was a mask and that 

behind it he was observing and noting everything you 

ere doing. 

Fergy's tastes did not run to the intellectual. He 

loved the old vaudeville comedians, and this was 

ly his chief form of entertainment while grow- 

ing up. He saw everything as if it were on stage, rather 

in terms of the involved movements some anima- 

were able to do after studying live action, A big 

put of a comedian's act was often the way he looked 

his audience in response to some action or line of 

ogue—sharing his reaction broadly with the spec- 

ors, Fergy adapted this very same routine for his 

toon dog who would become Pluto, having him 

into the camera to show his inner feelings. No 
doubted that this dog was thinking, too. 

Ih one of his first pictures, Frolicking Fish, Fergy 

nimated a girls" trio as fishes singing and doing an 

soft-shoe dance. But Fergy's vaudeville touch 

yas not the most memorable thing about this piece of 
imation. Wilfred Jackson pinpoints this as a big step. 
In that scene there was a fluid type of action 


re they didn't hit a hold and move out of it. But 
none part would hold something else would move. 
there was never a complete stop. And this was a 
e Walt made us all look at, because he said that is 
worst thing about the kind of animation you guys 


Your character goes dead and it looks like a 


drawing. 

Ben Sharpsteen, who had come from New York 
only a few months before Fergy, recalls that Walt then 
assigned Fergy to the bloodhound in Chain Gang: 
“Fergy was successful in getting a looseness into the 
bloodhound that exaggerated its ability to sniff (a 


wrinkling of the nose) and to think (facial expressions, 
such as a quizzical look or a sudden smile directed at 
the audience). Fergy succeeded in getting a feeling of 
flesh into his animation. No one realized what Fergy 
had done, however, until after the preview." No one 
realized, either, that this dog would develop into the 
famous Pluto. And Don Graham adds, "The dogs 
were alive, real. They seemed to breathe. They moved 
like dogs, not like drawings of dogs, The drawings 
explained not so much what a real dog looked like, but 
what a real dog 

Walt did not tell Fergy to do a different dog or one 
that added a new dimension to cartoons. He did not 
say, "Let's see if we can make a dog think this time. 
He did not tell him, “I want you to do a dog that will 
act like this and do these things because I think the 
audience will go for it." That was not Walt's way—not 
when developing a new character. He would be apt to 
start talking about different dogs and the funny way 
they had of sniffing when they were on the trail of 
something. Before he knew it he would be acting it 
‘out, and the fellows in the meeting would start laughing 
because this was funny, the way Walt did it. And 
more than likely, Walt would remember a specific dog 
he had seen—maybe an old hunting dog that lived 
near the Disney farm: “Y'know this old guy would 
‘come snuffin’ along like a vacuum cleaner, his muzzle 
spread all over the ground. You know this loose skin 
they have up here; well, it would be spread out flat he 
was tryin’ so hard to get his nose down next to the 
smell, and he had all these wrinkles bunched up over 


animator: Norman “'Fergy” Ferguson—Playful Pluto 


S 


The famous flypaper sequence from Playful Pluto, a milestone in personality animation. From the time he accidentally sits on 
a sheet of the sticky flypaper, Pluto's problems seem to become ever worse as he tries to extricate himself. Through it all, his 
reaction to his predicament and his thoughts of what to try next are shared with the audience. It was the first time a character 
Seemed to be thinking on the screen, and, though it lasted only 65 seconds, it opened the way for animation of real characters 


with real problems. 


his nose and down over his eyes. But he was serious 
about it, y'know; he wasn't a goof ball—t 
serious business to him." 

‘And then Walt would remember how the dog would 
suddenly stop and look up, as if he was thinking—you 
hardly knew what. Maybe he was sorting things out, 
maybe he was listening for something, or maybe he 
was trying to remember when he had last smelled that 
particular smell, or maybe it was just something that 
crazy dog did. And as Walt acted it out, it became 
funnier and funnier; encouraged by the response, Walt 
‘would know he was onto something that was good 
entertainment. He would imitate the expressions of the 
dog, and look from one side to the other, and raise 
first one brow and then the other as he tried to figure 
things out. Walt's eyebrows were particularly facile, 
and the piercing look with the one brow down and the 
other up was his most common expression when he 
was thinking. Fergy was watching all this as well as 
laughing at the thought of the old dog with all his 
wrinkles and the sniffing and trying to figure things 
‘out, and in his mind he was seeing the way it should 
look on the screen. He was visualizing drawings, atti- 
tudes, expressions, but they were not drawings of Walt 
himself; they were drawings of a dog with a personal- 
ity who was thinking. Even though the animator would 
get his sole inspiration from the way Walt acted out a 
character, there was never a temptation to draw Walt. 


Somehow he had the ability to make you see what was 
funny about the character itself, and it was the charac- 
ter's expressions that you saw and later tried to draw; 
but, still, that dog's eyebrows could only have come 
from Walt. 

When Fergy projected the first tests of his new char: 
acter sniffing and snorting and then stopping to think, 
everybody was enthusiastic. No one remembers what 
Walt said, but very probably his comment went like 
this: "Yeah. . . y'know, he ought to have a big snort, 
right into the camera, after he's thought things over— 
they do that, those dogs—it's to clear their noses or 
something. But y'know, he's looking around, side to 
side, and then suddenly he looks right at the camera 
and gives a big snort—not really disgusted, you don't 
know why he does it, but it’s funny, and then he goes 
back to sniffing some more." Walt never stopped to 
praise; having seen something he liked, he started 
building on it immediately, making it better and funnier. 
‘Once he had seen what Fergy could do, he asked for 
more of the same type of thing, but always something 
new and something stronger. Usually the animator 
barely had been able to achieve the original result, and 
anything more seemed to be beyond his capabilities 
But, once again, Walt would "talk it" and "act it 
out," and you had to admit that it was funny business 
and the sequence would be better with these new ideas; 
so, once again, you would strain and struggle trying to 

(Continued on page 104) 


pirational Sketches 
by Gustaf Tenggren 
For Pinocchio 


capture an elusive expression or movement or attitude. 

Working in this way, how could anyone claim credit 
for doing a certain scene or even an outstanding action? 
Fergy knew that he had made the drawings and timed 
them. They were immensely successful because he 
had been able to capture certain dog characteristics 
and to present them with enough understanding of 
entertainment and enough grasp of showmanship to 
make a funny scene. Yet, without Walt there would 
have been no Pluto. Fergy, on his own, would never 
have conceived of these scenes or this personality, and 
no storyman would have considered that such business 
and actions would ever get across in a cartoon. But 
first of all, no producer would have risked a nickel on 
such a new departure as the idea of a cartoon character 
having a personality. Without Walt, who had the great 
insight to see how an animator used his ideas, plus the 
great ability to adapt this to his own purposes, there 
would have been very little improvement in the quality 
of the films, and Fergy would never have had the 


‘opportunity to create a world famous cartoon character. 

In his analysis of Pluto, Ted Sears, a top storyman, 
said, *"The flypaper sequence in Playful Pluto is always 
mentioned as the best example of his pantomime. This 
is because it illustrated clearly all of Pluto's character- 
istics from dumb curiosity to panic. It is timed in such 
a way that the audience feels all of Pluto's sensations— 
each “hold expression’ after a surprise action was care- 
fully planned, and expressed some definite attitude 
causing the audience to laugh. Each small climax builds 
up into a better surprise.” Wilfred Jackson also com- 
mented on Fergy's flypaper sequence: "You can take 
that same gag without running over the dog's thoughts 
or emotions, just mechanically doing the thing, and it 
wouldn't be funny.” 

Fergy accepted the innovations in his work as the 
natural course of events, and he never cared for mak- 
ing rules about how to do something or being tied 
down too much on the character. In one scene he had 
animated a particularly funny look on Pluto, shifting 
his eyes from side to side, the brows working like 
Walt's—one side up and the other down. The young 
animators dashed to his room to copy the timing on the 
exposure sheet and paw through his drawings, Fergy 
was puzzled, and he commented: "Why do you want 
to memorize how I did that action? I might do it dif- 
ferent next time." But this shows some of the excite- 
ment of that period—everyone rushing around to see 
how someone else did something. It also shows some- 
thing about Fergy's approach; he would not stop trying 
1o find a new and better way to do this same action 
next time. It was all well and good to learn how some- 
‘one did a good piece of animation, but to copy it was 
very limiting and something Fergy would never under- 
stand. 

Fergy had had no formal art training, so he was not 
inhibited by anatomy and drawing rules. Fred Moore 
used to laugh and say, "He doesn't know that you 
can't raise the eyebrows above the head circle, so he 
goes ahead and does it and it gives a great effect." 
And that was but one of the many things Fergy initi- 
ated to give his work that extra life and vitality. Mare 
Davis says, “Norm Ferguson wasn't the artist, but he 
was a sharp performer and a showman—hard to know 
if his drawing was there or wasn't there—he had his 
own kind of symbol.” 


Fergy's drawing during this period in the develop- 
‘ment of animation actually was quite good and had a 


> solid sculptured look. His feeling for stretches and 


tension right down to the toes and his handling of the 
flesh and getting meat on bones—without losing the 
sausage body and stuffed legs—were outstanding 

He worked very rough for first tests—usually just a 
circle and two lines for the body. This kept the staging 
simple and gave him a guide that was easy to change. 
With a quick test on his first rough drawings, he could 
see whether he had something to build on. He could 
keep making fast changes, never feeling that he had 
invested so much time in a scene that he could not 
discard it and try a new idea if something was not 
‘working. This style suited Fergy because he always 
had something he was trying out. Most animators who 
employed this very rough method seemed to be cast on 
work in which they experimented with fast action and 
gags—all scenes with broad movements. 

Maybe there was a certain amount of impatience in 
Fergy's wanting to see right away what he was get- 
ling, or maybe as Jack Cutting says, "'Fergy was ner- 
Vous." In either case, it was this abundance of nervous 
energy that led Wilfred Jackson to recall affectionately 
the following incident. Someone asked if Fergy, after 
arriving from New York, had fit in rapidly and made 
his presence felt. “Jaxon” replied, ““Fergy made his 
presence felt real fast with me. They had to get another 
Tow of animation desks at that time, so his desk was 
right back of mine. He used to shake his foot all the 
time, and it would wiggle my desk and I couldn't 
draw—so he made his presence felt right away with 
me." 

Fergy's witch in Snow White was the first of the 
great Disney villains. Her impact on the audience 


Ay 


exceeded all expectations; in fact, to many, she was 
excessively terrifying. She, like Tytla's devil in “Night 
On Bald Mountain, "" was menacingly ugly, which was” 
not a characteristic of Walt's later villains. The witch 
seemed to have an Arthur Rackham? quality and was 
reminiscent of his evil old woman in Hansel and Gretel. 
Fergy's handling of her face was less of a typical 
formula than most Disney designs, with shapes that 
did not relate as well as they should for animation 
because of the witch's illustrative quality. The mouth 
to cheek to eye and brow relationship, which is so 
important in animating expression changes, suffered 
from his concept in design. 

By 1953, Fergy had found it extremely difficult to 
keep up with the new refinements in acting and draw- 
ing, and he had left Disney's to work in other studios, 
He had suffered much of his life from diabetes, and 
that, combined with other health problems, brought on 
his death in 1957 

Fergy's style of animating influenced younger ani- 
mators and is still in use, particularly the quick test to 


a proposed pattern and maintain flexibility in 
plan. It suited the way he thought. If it works for 

, do more. 
‘What he did with Pluto was probably his biggest 
contribution, He showed the way for other animators 
in the use of symbols such as takes, frowns, smiles, 
and a whole range of expressions. Fergy's was the 
‘ultimate of the old style—a broad, loose feeling, in 
concept as well as drawing—a way that kept the door 
‘open for incorporating new ideas right up to the last 

moment. 


Ham 


Hamilton Luske was opening the door to a new, more 
refined approach in which everything one has is put 
into the first test. This requires an uninterrupted conti- 
nuity of thought. It may take days to do the scene, but 
you must not lose the thread, change your mind, or 
lose your confidence—you must be sure! 

Ham had an absolute fascination with how things 
moved. Eric Larson, who was Ham’s assistant in the 
early thirties, says, "Ham was studying animation all 
the time—it was his whole life." One weekend Eric 
and Ham were on the deck of the Catalina steamer 
with their wives, enjoying the sea breeze and apparently 
trying to forget the cares of the day. But not Ham! All 
of a sudden he pulled off his tie and held it out in the 
wind. “Look, Eric! Look at the overlap. See how the 
end keeps going down after the center part starts up. " 
Every time they would play golf it was the same thing. 
"Now watch close. See the follow-through on my 
putter.” But this was actually Ham's way of relaxing; 
and if a friend was going to relax with him, he had 
better be ready to do some analyzing and observing, 
too. 

Of the four animators in this group, Ham was the 
only one with a college education. He was graduated 
from the University of California at Berkeley, where 
he majored in business. His wife Frankie laughs about 
this, because she says that Ham would not even look 
at the bills or the bank book. Like Fergy and Fred 
Moore, his only formal art training came primarily 
from the classes that Walt initiated at the studio, 

Ham had to struggle with his drawing, but he had a 
natural feeling for animation, story, and for what was 
entertaining. So despite his lack of an artistic back- 
ground, he had many things going for him. Perhaps it 
was his college training, or maybe it was just inherent 
in him to have a well-organized analytical mind, 

Eric Larson said, “Ham played a lot of tennis, so 
when he was given the chance to animate Max Hare in 
the tennis sequence of The Tortoise and the Hare, he 
knew precisely what he wanted to do.'* The important 
thing was his knowledge and feeling for the game, and 
Ham had the imagination and the vision to dream 
beyond what he himself could do on the court. He 
knew the exact poses he wanted to use in his held 
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positions and j 
keep the poses alive, This was a picture in which 
timing was more important to the personalities than 
anything done so far. The cocky Hare zipped from 
pose to pose, with emphasis on the moving holds, and 
to follow the speedy action between these holds, Ham 
and Wilfred Jackson, the director, devised the blue 
streak technique. Jaxon says, “That's the first time 1 
remember shooting a color test for a picture to find out 
if the blue streak was going to work out all right, and 
it’s a good thing we did. The first two or three times 
we did it didn't suit Walt at all." 


Everybody credited Ham with analyzing the essence 
of the cute pose. Fred Moore had found the same type 
of thing intuitively. While Ham did not have the same 
flair or natural feeling in his drawings, they may have 
been easier for most others to understand, Everything 
was placed exactly where he wanted it, more crudely 
than in Fred's drawings, but with great clarity, defini- 
tion, and caricature. 

He acted out the characters, finding the elements in / 
a pose that really pinpointed the position of the feet 
and body, the right place for the hands, the arch of the | 
back, the tilt of the head, right down to his famous 
“oooh” mouth. We came to think of Ham in these 
terms, a grown man acting out this cute stuff—litle 
animals, dwarfs, or Pinocchio—and everyone carica- 
tured him that way, and always with the '*oooh"" mouth 
at the bottom of the long upper lip like Sneezy's. No 
one ever caricatured Fergy acting like Pluto, but Ham 


‘had become a symbol for this type of acting. 

When Walt asked Ham and Les Clark to draw a 
believable, pretty girl for The Goddess of Spring, both 
‘animators were stumped. Eric Larson acted out the 
“scenes to help Ham capture the movements, but Walt 
not pleased with the animation, feeling it was too 
‘rubbery and flexible. Les fared no better, even with a 
‘eal gil for a model. "'I used my sister, Marceil, for 
certain poses, he said. “I had to get some sort of 
‘human anatomy, you know, but it came off miserable, 
J thought. And I apologized to Walt, and he kind of 
“sloughed it off and said, "I guess we could do better 
‘next time. . . ." And I think the reason it didn't come 
off, the character wasn't designed to be animated. To 
n i is the design qual- 
ty of the figure that you can use. I had a hard time 

with the figure, not that I didn’t know how to draw i 


The animators were all wrestling with their first 
attempt to draw the human figure in action, and they. 
often went behind closed doors to practice their moves 
without the comments of their co-workers. "I'm sure. 
Walt was thinking ahead to Snow White," Les Clark 
concludes. “Although he didn't tell me that, I assumed 
later because Snow White herself was designed so that 
she could be animated." 4 

‘The animators occasionally got the grace, the rhythm, 
the relationship that distinguished the leading lady of 
The Goddess of Spring as a lady; they even got the 
weight and balance and perspective accurate enough 
so that in some scenes she moved convincingly. But, 
exhausted by the effort, they relied on a “pretty girl" 
formula for the face that not only looked as if she were 
wearing a mask, but defeated the total effect by giving 
her a zombie look. She certainly was not alive and was 
totally devoid of personality or feelings. 


After Ham had the experience of animating Tillie 
Tiger in Elmer Elephant, he realized that a cartoon 
character only lived when the whole drawing, as well 
as all the parts, reflected the attitude, the personality, 
the acting, and the feeling of the character. His analyt- 
ical mind and care for detail equipped him for the job 
of finding a way of creating an appealing heroine who 
could survive the growing pains of budding artists 
who were eager, but still not able, to draw an attrac- 
tive girl in more than one position. When they started 
on the heroine in Snow White, Ham concentrated on 
her eyes and mouth and getting as much relative move- 
ment in her face as in her body. Crude as many scenes 
were, they began to live. 

Like Fergy, Ham had a strong feeling for what was 
entertaining, but there the similarity ended. In contrast 
to Fergy's natural ability to improvise while animat- 
ing, Ham always seemed to follow a procedure with a 
step-by-step approach, However, his animation was 
not mechanical in any way. On the contrary, it was 
full of life and the feeling of the character; his ability 
10 move the audience with his pathos was second only 
to Bill Tytla's. Ham could not start a scene until he 
had the whole thing visualized. He would sit with his 
arms folded staring at a blank piece of paper—thinking 
and planning. He felt that if he could spend half his 
time planning, he would animate his scene better and 
faster. Eric said Ham would be hunched over his board, 
fussing with his drawings and saying, "There must be 
some way to exaggerate this pose.” He would choose 
the precise thing to do and then push it further. 

Ham could make that extra drawing in the action to 
give more than the director asked for, always going 
stronger. If the animator does just what is on the story 
sketch, the scene will not have enough zip. And that is 


what Ham was best at: that, and de: 
acter-action relationship for an appealing, interesting 
result on the screen. Not everyone has the mental dis- 
cipline or ability to think these problems through. 

‘As Ham began a scene, he made careful, neat draw- 
ings that showed all the actions, expressions, and details 
of timing. This done, he flipped the drawings, and 
when he found an action that seemed weak he reached 
in and crudely made a big, bold correction on four or 
five drawings, as he held the whole batch in his hands. 
It looked as if two people had animated the scene, one 
a Dr. Jekyll and the other a Mr. Hyde, but it kept the 
scene strong and alive with infallable staging, clear 
action, and strong accents. 

Ham was always probing around; that was the key 
feeling in those days. The animators were always trying 
to come up with a new way of handling an action, 
Ham kept experimenting, trying to find a different 
walk; so he kept varying the timing and relationships 
until he finally went so far that he no longer had a 
walk. He had shifted the relative timing of the arms to 
the legs to the body until it was now a peculiar twisting 
movement, 

If he saw an unusual type of animation or visual 
effect that some other studio was using, he would get a 
kind of puzzled, annoyed look and say, “I wonder 
why we aren't doing that, We should be able to figure 
‘out how to do it, maybe even better." And he would 
think about it till he had a better way. And the things 
Ham thought about—how he could do something new, 
go further and make it more entertaining, give it more 
personality—these were all things he was beginning to 
understand in a way that he could define them for 
somebody else. This was one of the great things about 
Ham. He realized that this type of knowledge must be 


on to the young animators or the studio would 
.. And Ham's knowledge was not limited 
; his philosophy of story concepts may 


equalled any other contribution he made. 
hen we were talking over a scene or a story point, 
to say, “I'm thinking out loud." What he 
“Don't take what I'm going to say too 
ly yet. I'm not even sure myself." And some- 
'm being wishy-washy on pur- 
," which was also to let you know that he wanted 
the thought alive, and to consider everything 

nailing it down. 

an animator, Ham probably never had his sights 


(935, he was only beginning to reach his great poten- 
ı in animation. He had just animated the character 


study he had pinpointed what actually made 
Mac West: the provocative swaying walk with the. 
shifting of weight, the characteristic way she 

d her eyes and talked out of the side of her mouth. 

le succeeded in getting excellent dialogue sync, but 
14 more subtle way than ever done before. And that 

ne of the things that made her come off so well. 

Ham could tell if something was even one frame out of 
jc Jenny had the slow-moving, cool, confident man- 
that Mae had—no quick moves or big anticipa- 

tins, She, like the real Mae, seemed to have appraised 
the situation, sized up the opposition, and was in com- 
e control, The material Ham had to work with was 
lent, but still no animator had ever done anything 

it before. Everyone said, ““That’s even more like 
West than Mae herself!" In fact, Mae wrote a 
ter to Walt complimenting him on the outstanding 


caricature. And Walt responded warmly, thanking her 
for being the inspiration for Jenny Wren. Ham's abil- 
ity to combine analysis, subtlety, and strength had 
made Jenny an outstanding character. 

Ham had reminded the young animators, “Our first 
job is to tell a story that isn’t known to the audience. 
“Then we have to tell a story that may cover several 
days, or several years, in a little over an hour; so 
consequently we have to tell things faster than they 
happen in life. Also we want to make things more 
interesting than ordinary life. Our actors are more 
rehearsed than everyday people; if somebody gets on a 
horse or opens a door or sits in a chair, we want to do 
it as simply and professionally as possible, Our actors 
must be more interesting and more unusual than you 


and 1. Their thought process must be quicker than 
ours, their uninteresting progressions from one situa- 
tion to another must be skipped." In these few sen- 
tences Ham had summed up much that is important 
about picture-making: the entertainment, the time ele- 
ment, the acting, and the elimination of unnecessary 
action. Similar principles have long been known in the 
field of literature, for as one distinguished professor 
has said, “Great fiction is art and invention, not dupli- 
cated reality. Most lifetimes do not possess the crises 
you find in novels." Is that not what drama is any- 
way, life with the dull spots cut out? 

Walt probably wondered many times, is this the 
right time to start Snow White? Have we got the man- 
power and, most of all, are they capable of doing the 
job? Who should be the first animator to lead off on 
the picture? The answer to these questions came in a 
casting memo put out in late 1935: “From now on 


Ham Luske is definitely assigned to Snow White!” 
Usually a casting memo is just a routine piece of infor- 
mation, but this one fairly tingled with excitement as 
Walt announced the first man to be cast on this daring 
new project. This shows the importance that Walt at- 
tached to casting and especially his great dependence 
on Ham at this time. 

*Ham Luske moved up quite fast,” recalls Wilfred 
Jackson. “He was one of the first guys I remember 
who had more than just an assistant—promising young 
guys he would hand out little scenes to. One of the 
first guys who had a crew to supervise. Then on Snow 
White he took complete charge—the girls. ... the ani- 
mals. If you were directing the sequence? with the girl, 
you didn't have to direct the girl because Ham did it. 
He knew the way it was supposed to be. He shot most 
of the live action on it too. He came up very fast and he 
showed his ability to organize and put things together. " 


is softer than . ... this. 


Luske felt hat the rabbits we were drawing were thin and This 
instead of soft and furry. The more artists tried to draw a 

it's anatomy, the less the drawings looked like soft fur. 

realized that an absence of lines and fullness of shape 

ld make the drawings look soft 


We were told by Ham to 


think of “Dr. Dentons,' 
the sleep suits young kids 
wore that hid the anatomy 
under a thick, soft flannel 
covering. This is Michael 
from Peter Pan, animated 
by Hal King. 


Out of this thinking came. 
the rabbits in Snow White. 
—this one drawn by Milt 
Kahl while working with 
Ham. 


ron. Ollie Johnston—Bambi. 
used the same principle when we drew Thumper, two pictures later. 


Often when Ham and Fred Moore would be 


their idea of how to correct it. But somehow Walt 
dalways sense if it was something he did not want 
about at that time. And besides, he did not 
anyone in the position of telling him, or selling 
y, 
e preferred to find things out in his own way, 
the questions he wanted answers to; and his 


nsive. On one occasion, before Ham and Fred 
get a word out, Walt said, "Gee, Ham, I didn't 
know you ever wore a tie to work," which got them 
balance and off the subject. They had a nice chat, 
esent them on their way. When they got halfway 
the hall, they stopped and looked at each other; 
ad said, “Hey, wait a minute! Do you realize we 
n't get a word in?" 
n sighed and said, “Yeah, he did it again.” 
lt was often difficult to know precisely what Walt 
in a piece of business, and after each meeting 
re would be some disagreement over what he had 
and even more confusion over what he had meant. 
ring those Snow White days, Ham was usually the 
Knowing just what Walt wanted. As one man 
‘Someone would say that Walt said he wants it 
is. Ham would say, “No, that's not what he 
ins, This is what he means," But no one hit it 
ht all the time with Walt, and Ham’s first try at the 
ow White model missed as far as Walt and most of 
ows were concerned. Ham had an interesting 
a, however. His drawing suggested an awkward, 
ly teenager with a winsome charm, who could 
[well have been animated without live action. But 
ory had started to go a different way by this time, 
m's girl was turned down. If a story sketch man 
| made the drawing it would not have attracted as 
ch criticism, but when an animator suggests a way 
the character, everyone figures that is the way 
going to be. Since he is the one to put the charac- 
n the screen, the animator finds himself in a very 
erable position, and often he winds up with a 
ego. 
of Ham's best thoughts came out in a talk 
ven in 1938: “Our actors are drawings. We cannot 


work on the inspiration of the moment as an actor 
does, but must present our characterizations through a 
combination of art, technique, and mechanics that takes 
months from the conception to the finished product. 
And we have to make the audience forget that these 
are drawings. We cannot risk ruining a sequence or a 
good characterization with some mechanical imperfec- 
tion or jitter that reminds the audience that we are 
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dealing with drawings instead of real beings. The suc- 
cess of Snow White was due to the public accepting 
our characters as living beings, and the lack of success 
of the Prince and the Huntsman [as characters) was 
due to their unprofessional result.” 

Margie Bell, who did the live action of the girl in 
Snow White, tells of a funny incident during the shoot- 
ing. So that the girl's head size would have better 
cartoon proportions and relate more to the rather large- 
headed dwarfs, someone suggested, "Why don't we 
put a football helmet on Margie to make her head 
bigger? That oughta do it.” That did it all right. Margie, 
who later achieved fame on TV as Marge Champion, 
said that within minutes, under those hot lights, she 
was perspiring more than a 260-pound tackle. She 
added, "We gave that up in a hurry!" 

Ham made an enormous contribution to Snow White 
by the way he directed Margie for the live action. 
Ham's choices in handling the girl, keeping her inno- 
cent, feminine, appealing, and sincere, were the real 


keys to her acceptance by the audience. This cannot be 
done arbitrarily. The live action must be studied and 
understood or, with a character like the girl, it could 
become comical. At the time, it was just thought of as 
a help to get the picture out, or a crutch for animators 
who could not draw too well, or a way of keeping the 
character consistent even though several animators were 
handling her. But looking back on it now, without 
Ham's control and imagination, taste and inventiveness, 
Snow White would not have had the conviction and 
appeal that really sold the character. 

Walt felt that Ham had been successful in steering 
the fellows in the right direction on Snow White, and 
for the most part he had achieved the results wanted; 
so Walt rewarded him with the very difficult task of 
shooting live action for the Blue Fairy in Pinocchio. In 
a talk given by Ham to a group of animators and 
directors, it became obvious that he was especially 
valuable as a communications aid between these two 
groups: 


Let's say the character of the Blue Fairy now is 
perfectly conceived and perfectly cast. Then I have 
to go over to the sound stage and shoot live action 
on her that will appear flawless and life-like as ani- 
mation later on; and to do that, 1 have to invent 
movements again—enough movements to be able 
to be inbetweened. And the only movements we can 
find for her to do are to have her lean forward and 
back. So consequently, in every scene, we told 
Margie Bell to lean forward for one phrase and back 
for the next, until it got funny. We did conceive 
several walks and one scene of her bending confi- 
dentially into a closeup with the Cricket—and that 
will be our best scene of her. 

You should tell the actor what to do, not how (o. 
do it. I think the trouble with most of our live acti 
has been in not giving the actor enough business to 
do, and then meddling with the way he does it when 
the scene looks stilted. If the movement seems inad- 
equate, invent some business, such as poking the 
fire or scratching the head. 


An example of inventing business for a character 
occurred in the scene where Snow White folds her 
arms as Grumpy would, while she is watching him. It 


a very good choice of action for her, because it 
ed her gentle way of teasing Grumpy. And if 
had not used an action of this type, he would 
been stuck with having to move her either slightly 
or slightly forward. Ham continues with his 


When we pick our live action takes, a person that 
hasn't animated is very apt to pick them for facial 
pressions, and not for action. And we can't afford 
o do that. 


‘Ham's capacity to analyze and to work out a proce- 
dure that could be written in outline form as a guide 
for others made him “too valuable" to be confined to 

d. Even though he did some animation on the 
Snow White, Ham was really a director on the 

. Walt felt that Ham's value lay in the influence 

d have on the younger animators. So, much of 
¿animation handouts on the Prince, Snow White, 
Huntsman, and the animals was turned over to 
|. Somehow Walt always seemed to load Ham up 

ith more work than anyone else. Fred and Bill shared 


the supervision of the dwarfs, and Fergy took over on 
witch. Any one of these jobs was a handful, but 

Ham's would have been insurmountable for most peo- 
However, he had a way of spreading himself 
ind while still being effective. 


that everyone could handle is still in use 
oday. Certainly the execution is more sophisticated, 
but the principles are the same—as are the problems. 
‘is amazing to see in Ham's 1938 outline (in the 


is change, the more they stay the same." 
had a knack for being creative in helping to 

lop areas of animation that needed strengthening. 
wis great with the younger men, and, along with 
Moore, was probably the best teacher among the 
The supervising position that Ham held 

‚Snow White was ideally suited to his s. He 
Vas at his peak when he was working closely with the 
young animators and still had some time at the board 
nself. He was usually gentle and easy going with 
criticism, but he could be quite blunt and forceful 


if the situation demanded it. For one thing, he could 
not tolerate anything that was not clear and definite. 
“If you are going to show something, be sure you 
don't do it halfway!" When he drew for you he would 
continually work his mouth and his brows, and he 
‘seemed to be urging his pencil on and willing it to do 
what he was visualizing. 

Every time Ham would do or say something he 
thought was really funny, he would laugh so hard his 
face would turn red and tears would roll down his 
cheeks. His favorite jokes were puns—the visual kind, 
and the more farfetched, the better. Once in a meeting 
someone mentioned Bell & Howell projectors. In an 
instant Ham was on his feet ringing an imaginary bell 
and then just as quickly pantomiming a long, silent 
howl. After that he would start laughing, usually in 
little short bursts, and our disapproval only made him 
laugh harder until finally he would go into convul- 
sions—particularly if he was really proud of his effort, 
When he would eventually regain control, he would 
look back and forth among us with this half-hurt expres- 
sion and wonder why we could not see the humor in 
his joke. Actually he had such an infectious laugh that 
it was hard to resist getting into the spirit of his gags. 

It is doubtful that Ham or anyone else could have 
realized the far-reaching impact his procedures would 
have on the future of Disney animation. Walt liked the 
refinements that these procedures brought, and it was 
obvious from the popularity of the pictures at the box 
office that the audience wholeheartedly accepted these 
advancements. The direction for the further develop- 
‘ment of animation had been set, and much credit could 
g0 to Ham, whose ability to analyze, organize, and 
plan had helped open the way. 

Ham was a top director on both Pinocchio and Fan- 
tasia, a position that he enjoyed, feeling it gave him 
the type of control he needed to be most effective. But 
as time passed his interests drew him further away 
from animation, and as the new group of supervising 
animators added their contributions to the rapidly devel- 
oping craft Ham had less and less influence on the art 
form he had done so much to advance. He continued to 
direct memorable sequences, notably the cartoon sec- 
tion of Mary Poppins, but, increasingly, more of his 
was spent on live-action problems for the weekly 
TV shows, until his death in 1968. 


Speed Lines, Staggers, and Vibrations 


The short films of the early thirties were full of fast action. skids. and crashes. Each 
reeded to fortify 


animator searched for a better or funnier way to draw the effe 
his action. 


avisaron: Frank Thomas 2, 
‘Sleeping Beauty =) 
Feature films also needed 

unusual drawing effects for 

certain actions. When the 

ood fairy Flora had 10 

Shrink in size, a special 


device was needed to make 
this look plausible. A kind 
of wipeover made of speed $2 
lines was used. 
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The most common stagger is the 345456567678789 timing 
for tension when some progression is desired. It is useful in 
pulls and pushes and on the end of a very strong take. 
adding extra life 10 the action. This stagger is done entirely 


with the mechanics of exposing the drawings under the cam- a» 
the rest is left up to the cameraman. A 
S 


anaron: Bill Roberts— 
Clock Cleaners. 


This vibration effect is 
‘achieved by animating mul- 
iple images out from a sin- 
gle image. No special pat- 
tern has to be followed, and 
the particular needs of the 
scene will determine how 
itis handled. No two images 
should be in the same place 
on two successive draw 
ings, or the eye will sense 
a stop in the action. 


Ward Kimball—Peter and the Wolf. The cat has 
face to face with the wolf. The resulting take was 

ide from two extremes, each progressing upward about 
If an inch. One set used odd numbers, the other even 
The odd numbers have wide eyes, brows up. ears 

il smooth, and legs closer together. The even numbers 
round eyes, brows lowered, ears pointing out to the 
tail flaired out, and legs farther out with a small 


ling image. Mixing the two sets of drawings gives an 
d stagger that vibrates from the odd numbers to the 
! giving a shimmering effect 


6. Appeal and Dynamics 


FRED MOORE AND BILL TYTLA 


“We seem to know when to ‘tap the heart.’ Others have hit the intellect. We can hit them in an emotional way. 
Those who appeal to the intellect only appeal to a very limited group. The real thing behind this is: we are in the 


motion picture business, only we are drawing them instead of photographing them." 


Fred 


Fred Moore never did get to be a big guy, and when he 
Was young he was much smaller than his brothers. 
They would all play baseball together, and, of course, 
they always made Fred play in the outfield and never 
{gave him a chance at bat, Finally, his mother made the 
brothers let the little guy bat. But the first ball went 
over his head, and the second one came along the 
‘ground; each time they would yell, "Strike!" The 
third pitch was thrown behind him. "Strike three, 
you're out!" Fred would get so mad he could eat dirt. 


Walt Disney 


However, his brothers did not know what they were 
missing, because Fred really was a good athlete, Ten 
years later, when Fred was at Disney's, he was known 
as “the most coordinated guy in the studio." Accord- 
ing to Wilfred Jackson, **He used to do all these gym- 
nastics. Fred could knock the ball clear out of the field 
where we were playing.” But he took a lot of kidding 
about his size. Ham Luske was just enough bigger 
than Fred to call him *'squirt."" He liked to get Fred to 
stand back to back with him so they could measure, 
Even when Fred wore his thickest shoes, he was still 
looking up at the other fellows. 


He really was a funny little guy, but it was not that 
he was trying to be funny. It was just that his propor- 
tions were cute, like his drawings, and it kind of tickled 
you to watch him move around imitating someone like 
Fred Astaire or Chaplin, or trying some fancy juggling 
act. Even if the stuff dropped on the floor, Fred would 
always end up in a good pose—just like his drawings. 
He could not seem to do anything awkward. 

‘The thing that firmly established him as the top 
athlete among the artists was the way he could throw 
pushpins and make them stick in the wooden doors at 
the old Hyperion Studio. He got so good that he could 
throw two with each hand at the same time and make 
all four stick, This was an incredible display of timing 
and natural ability, because the average fellow cannot 
even be sure of sticking one at a time, But everyone 
was trying to do it, and with all these pins banging 
against the doors there was an awful racket up and 
down the hall. The noise got so loud that it carried 
upstairs where Walt could hear it, and he could not 
figure out what was going on, Gradually the competi- 
tion tapered off because Fred had mastered every way 
he could think of to throw them; so he lost interest 
except for an occasional toss behind his back or over 
his shoulder. 

Another thing about Fred—you would have to call 
ita personality trait—he could not laugh at or really 
enjoy something by himself. He would keep the humor 
all bottled up inside until the right people were around 
to enjoy it with him. One night he was working over- 
time alone on Snow White and discovered how funny 
the dwarfs’ voices sounded when he ran the film back- 
ward to rewind it. He probably stayed awake half the 
night thinking how funny it would be to run the sound 
backward for us in the morning. 

The next day he was there ahead of any of us, 
waiting out in the hall and about to burst with anticipa- 
tion. He pulled us into the room where he had the 
Moviola all warmed up and waiting. “Wait till you 
guys hear this!” He stepped on the pedal and immedi- 
ately these crazy sounds started coming out: “Yah, 
yah, yah, osker baby. (Forward this is, “He nev 
tried, hah, hah, hah.") Then, “manik de middem," 
which is, “I'm agin’ "em." The laughter that Fred had 
pent up from the previous evening came out like a dam 
breaking, and we all doubled up laughing with him. 


“I knew you guys would think it was funny," 
gasped. And the weird language continued to pour 
of the speaker. 

Fred was only eighteen at the time he was hired. 
art training had been limited to a few night classes 
got in exchange for janitorial work at Chouinard's 
Institute. He was given a seat next to Jack Cutt 
who was one of the younger animators. Jack said 
"Fred would sit there with his arms folded for a 
ute, then start drawing, He hadn't been there mi 
than 24 hours, and he was making these great dr 
ings. I couldn't believe it. By the end of a couple 
days he was starting to animate something. Everythi 
came easy to him." 

"Yes, Fred was just right for the time," Wi 
Kimball says. **He was the first one to escape f 
the mold of the rubber hose, round circle school, 
began getting counter movements, counter thrusts, i 
the way he drew. He decided to make Mickey's cl 
move with his mouth, "which they had never do 
before because you drew everything inside the circle 
He squashed and stretched him more and was right 
the time, but Fred was a high school trained anim 

and he more or less emerged drawing that way, 
Nobody seemed to remember any development, 
rest of us came into this place—it was a stran 
place—we adapted to it, and we kept trying to impr 
and change, and we became students of it. Fred never 
thought of that, he wasn't a student of animation, he 
was just a natural, gifted animator, whose style and 
development was perfect, timing-wise, for that point 
in time.” 

Even the old-hand Mickey experts such as Les Clatk 
were amazed at what Fred could do. “Fred was a 
natural. He had a natural flow to his work. He couldn't 
make a bad drawing, really." This was because Fred 
was an intuitive draftsman, and it is questionable 
whether more formal art training would have advanced 
him. He just was not as oriented to classrooms and 
lectures as some of the men were. He would say, 
“Don Graham can give you the rule; I just say it looks 
better.” 

This is probably the biggest thing Fred had going 
for him: he had the ability to tell when something was 
better one way than another. It is difficult to recall a 
“Freddie drawing” that did not have everything in the 
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right place. The arms were always related to the rest of 
the drawing, and even if he put them where they would 
not be normally, they still looked right. The head 
seemed to have the right tilt for the shoulders, and 
when he stretched something oat he could make that 
look correct, too. If Fred drew it, it was pleasing to 
look at, and it was this pleasing quality that carried his 
work more than the acting. 

Fred could not express himself in words very well, 
but he had a feeling for what a drawing ought to be. 
As Larry Clemmons says, “He was such a help to 
other guys. Guys would come in his room and say, 
‘Fred, how would you do this?” Fred would say, "Well 
here! —and he'd show them—he didn't lecture, he 


just did it.” Fred could communicate his ideas through 
drawings better than anyone around, and that is one of 
the main reasons Walt made him a supervisor on Snow 
White. It was not that Fred had any special leadership 
qualities; it was because he had such great charm and 
appeal in his drawings. When someone was doing 
something well, Walt wanted everyone to benefit from 
it. 

Walt kept prodding Fred to make drawings for the 
experienced animators as well as the young ones, so. 
that all the dwarfs would look like his. This was a very 
difficult assignment for Fred. He would say, “Gee, I 
can't go into some guy's room and say let me sit down 
and make a drawing for you. Walt keeps telling me to 
but I just can't do it unless the guy asks me to." 

It is hard to believe that a man with Fred's talent 
would ever have any real difficulty with drawing, but 
about every four months he would have his troubles, 
For two months he would be happy; then, in the third 
month, he would be restless and start searching for 
something to stimulate him, looking at magazines and 
at drawings by animators whose techniques were dif- 
ferent from his. But he was not really studying as 
much as looking. After that he would spend a misera- 
ble six weeks or so trying to incorporate what he had 
learned. He would have no end of trouble mastering 
the new ideas that he was trying to get into his work. 
Sometimes it was hard to tell, during this period, what 
Fred was talking about or what he was trying to accom 
plish. But finally he would come out on top and have 
another period of a couple of months in which he real- 
ly was happy again. 

At times Fred felt that a different pencil would give 
him a new slant on things. When he could not draw 
what he wanted, he was inclined to suspect the paper, 
the color of the lead, or the weight of the pencil. “I 


don'tknow what's wrong with this pencil; it just doesn't. 
"seem to work anymore!" This prompted George Stal- 
ings to say, “You guys are like baseball players; they 
‚have their slumps and their superstitions. They think 
hey have to have a special bat— their “lucky” bat — 
and you have to have your special pencil. . 

twas important that Fred be completely sold on his 
Scene and have nothing undermine his confidence while 
he was working on it, because he could not work until 
he felt right. The story business had to be right, the 
layout, the staging, and the footage for his scene. 
These were all the responsibilities of others, he fig- 
ured. Then he had to feel right about himself. He had 
o approach the scene with confidence, get his ego up. 
He would say, “Tell me how good I am, fellows.” We 
Always overdid it and told him that Walt needed only 
‘one animator as long as Fred was around, and he 
‘would say, “I don't need to be that good, it's only a 
litle scene!" But laughter and the spirit of fun had to 
be the atmosphere or he could not work. 

‘When he was all square with the world and himself, 
he would perch on his chair and zip, zip, zip—he 
‘Would go through a ten-foot scene in an afternoon, and 
then have time to stand around and joke about how 
{tue all those things we said about him were. He hated 
to make corrections, believing that all one's creative 
energies should go into the first exciting, complete 
effort. What came out sparkled and lived and appealed, 
and if you are an emotional type this is the only way to 
fo! Obviously, this procedure is based on confidence. 
‘The drawings reflected it, and his speed and concen- 
tration showed it. 

Fred's great facility with his drawing fascinated every- 
‘one. It was uncanny the way he could put his line 
down with such accuracy—short lines or long flowing 

lines, it made no difference. He could control them 


anrisr. Fred Moore— 
‘Snow White. 


Drawing of Sneezy displays 
Fred's extraordinary con 
trol over his line. 


The Model Sheet Depart- 


‘ment had the responsibility 
for distributing drawings avamaros: Fred Moore— 
that showed the approved Pluto’s Judgment Day. 


appearance of a mew char- 
acter. Ward Kimball was 
quick to kid them by featur- 
ing himself in this facsim- 
ile model sheet, which has 
better drawings than many 
on the regular ones, show- 
ing plastic shapes, ani- 
matable forms, and broad 
attitudes, 


Pluto appears to think as 
the expression changes. 
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ling. When he naturally made the line thicker at 
bottom of the dwarfs’ jowls, it gave them an extra 
ng of weight and dimension. 
Walt was very aware of the charm and pleasing 
of Fred's drawings and usually brought the 
tant visitors into his room. Fred found that the 
were particularly entranced with seeing two 
yes that could be flipped to show a change 
ion, such as going from a frown to a “take, 
a shift of the eyes that showed the brows and the 
ce moving, the shapes animating. Fred commented 
and over, “They love to see the drawings move 
the characters think! Remember that! It's what 
like to see in our scenes. It's what they liked with 
gy's Pluto, you know. We should always let them 


he true importance of seeing the characters think by a 
of expression. They were concerned with the 


It was just the best use of the medium in showing 
audiences what you wanted them to see. Over the 
years we have experimented continually, trying to make 
the most extreme statement of the change between two 
expressions on the drawings, Ward Kimball seemed to 
go further in this exercise than anyone else, but Fred's 
drawings moved just as well. Fred did not think in 
terms of extreme movement himself, but he was very 
impressed when he would see it in someone else's 
drawings. Albert Hurter did a drawing of Sleepy with 
his mouth wide open in a yawn, and once Fred had 
seen something like that he could incorporate it into 
his own drawings, making it look even better with his 
natural sense of appeal. 

‘The more Fred worked with Mickey, the more he 
struggled with overcoming the restrictions of a charac- 
ter whose circular head and body the animators had 
traced from quarters or half dollars. He kept puzzling 
about why he was not able to make the drawings that 
would give him the acting he wanted. ‘Suppose 1 
want Mickey to be cocky, well then I have to make 
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him chesty—and that means arching his back. To do 
that I have to push some of the mass of the lower body 
up into the chest, and I can't do it with that rigid 
body." As Les Clark also observed, “Using dimes 
and quarters for Mickey's head was like moving a 
cut-out across the screen. We found out that if we 
pulled something out and then brought it back to its 
normal volume, why it would look good.” The anima- 
tors realized that they would have to be able to shift 
that mass around, to drop it, raise it, squash it and 
stretch it for whatever the attitude needed. 

The natural evolution for Fred was to a pear-shaped 
body, replacing the hard circle. Now he could get the. 
flow and rhythm and flexibility. With these new shape 
relationships, he began to get a very appealing Mickey 
with stronger attitudes, better acting, and more per- 
sonality. Mickey could be anything now—sad with 
sloping shoulders, chesty, or angry with shoulders up. 
‘The head and body could stretch out, and the ears, 
too, for a take or an accent in dialogue. Now the 
animators could forget about coming to work with all 
that loose change for the different-sized Micke 

Bob McCrea, who was an assistant at the time, 
remembers that when Fred made some of his changes 
in Mickey's appearance he was nervous about show- 
ing the results to Walt. Fred could not bring himself to 
tell Walt before sweatbox what he had done, so he was 


perspiring as he waited to see if Walt would notice, 
When the scene came on the screen, Walt called to 
stop the projector! Then he had the scene run back and 
forth several times while Fred sat there and died. Nota 
word was exchanged; then Walt turned to Fred, one 
eyebrow down, and said, “Now that's the way I want 
Mickey to be drawn from now on!” 

The squash and stretch of the walks that Freddie 
animated had more life, felt better, looked better, and 
probably seemed more real just because of his ability 
to change the shapes. He had such a simple, clear way 
of showing the straight leg, the bent leg, the shove off, 
and the highs and lows of the walk. He did not exper- 
iment with a walk in the same way Ham did, varying 
the timing and the relationships to get something 
unique, because Freddie’s was all feeling. He always 
thought in terms of a nice, pleasing drawing. He came 
up with new things, but they were based on what 
looked right to him rather than an analysis. He had a 
way of hooking his forms together that gave a nice 
solid look. No one drew the three little pigs the way 
Fred did, nor had the freedom that he felt with Mickey. 
Mickey was not a design based on logic, there were 
too many cheats. But that kind of problem did not 
inhibit Fred because he only would pick a view tht 
looked pleasing to him. 

If a drawing looks clumsy, or lacks appeal, or no 


nted all the anima- 
low Fred's model 
varfs. 


like the model, perhaps the animator is 
ow something that should not be shown. 
d was giving a talk on drawing Mickey, he 
"How do you draw him looking right down 
his head?” Fred responded, "Why would 
appeal in the design of the character was 
balance of the ears to the nose, and the 
p of the cheeks to the eyes and the head 
ed wondered why you would deliberately 
hat away’? Why would you show a view that 
ve as much going for it as possible? 

ersonally sweatboxed all of Fred's early ani- 
n the dwarfs, and this included acting and 
b the point where he even picked on the size 
in one scene. For some reason Fred kept 
ft fixing the finger; it just did not seem impor- 
10 do right away. So every week in sweat- 
would mention it again. He would look at 
in question, and then as the projectionist 
again to the next scene Walt would turn to 
say, "That's it, Fred, the finger is too big." 
next scene was one that Fred was very proud 
ed Walt to see, but while it was running by 
be looking at Fred and holding his own 
and saying, "Yes, that’s it; the finger is too 
hen he would turn around and look at the 
dask to see the next scene. In order to do this 


artist: Fred Moore — 
‘Three Little Wolves. 


The changing shapes in 
Fred Moore's animation 
gave a special excitement 
to his extremely simple 
drawings and great clarity 
of action. 

STARTS ON PAGE 109 


animator: Fred Moore— 
Snow White, 


The first scene Fred ani- 
‘mated on Snow White was 
with this early model of 
Dopey. Later scenes re- 
fined his appearance, add- 
ing charm and appeal. 


The final model of Dopey 
had the same mischievous 


look that Fred possessed. 4 ( ' 
des 
Gr 


the projectionist would have to run back again for a 
fresh start and he would overlap into the scene with 
the big finger again, Then they would be off on another 
round of “the finger is too big." Fred would cringe 
and wonder why he did not just sit down and correct 
that dumb finger. Week after week the sweatbox note 
would be like this one from October 25, 1936: 


Scene 26. O.K. for cleanup with changes: 
Make Dopey, Happy and Sneezy smaller. 
Grumpy's arm and finger get quite large when he 
says, "SHE'S AN OLD WITCH”. The action is 
okay, just cut down on the size of the finger and the 
length of the arm. 

The three characters in the right f.g. could be sil- 
houetted a little bit. 


It is sometimes hard on the ego to take all the criti- 
cism that goes with sweatboxing, but Fred must have 
realized that he was one of the few that Walt was using 
to set a standard of excellence for his first feature. 
Everytime Fred got back a test with a mistake on it 
or an action that did not please him, it would be because 
he had forgotten something basic, something he had 
actually known for years. He would look disgusted 
and say, “Heck, everybody knows that. 1 shouldn't 
make a mistake like that. It’s just because you always 


forget something! I oughta make a sign and stick it 
in front of me on the desk so I never make that mis 
again. But there are about a dozen things you 
should forget. Instead of a sign, they ought to be on 
wheel; and every day when you come in, you just gi 
that ol’ wheel a turn and that way it would 
reminding you!” So he started a list of the fun 
tal things an animator should always remember, 
he discovered that he had 14 basic points. 


FRED'S 14 POINTS OF ANIMATION 


- Appeal in drawing 

2. Staging 

3. Most interesting way? 

[Would anyone other than your mother like to 

0) 

Is it the most entertaining way? 

Are you in character? 

Are you advancing the character? 

Is this the simplest statement of the main idea 

the scene? 

8. Is the story point clear? 

9. Are the secondary actions working with the 
action? 

10, Is the presentation best for the medium? 

11. Does it have 2 dimensional clarity? 

12. Does it have 3 dimensional solidity? 

13. Does it have 4 dimensional drawing? 
[Drag and follow through] 

14. Are you trying to do something that shouldn't 

attempted? 

[Like trying to show the top of Mickey's head] 


sans 


The relaxed, unsophisticated manner that 
his drawings so great also made it difficult f 
Fred to adjust to Walt's constant pressure for na 
things. One day Fred came back from a mecti 
and asked, "Why does Walt always try to get 
to do things we can't do? Why doesn’t he just 
us do the things we can do: 

In the public's mind there have been no 
memorable characters than the dwarfs, and 
in particular. Dopey seemed to reflect or contait 
so much of Fred himself—innocent, but with 
touch of mischief; naive, but with just enou 


There was nothing hidden or myste- 
bout Fred. His personality was on the out 
for everyone to see. What he lacked in so 
1 he made up in charm. He had honesty, 
j, and was always willing to help the young 
. As Dick Huemer said, “He was the 
guy you would want to know.” 

ly God," Marc Davis says, "Fred Moore 
Disney drawing! We've all done things on 
but that was the basis of what Disney 
. M was certainly the springboard for 
that came after. He had to be as close 
genius as... . He never grew up, and 
‘what he animated. He animated what he 
‚and he died that way—never growing up." 

he last ten years of his life Fred experienced 
ms and frustrations. He had burst 
scene in full bloom and, like some others 
‘talents flowered early, he found that he 


had achieved all his goals in a relatively short 
time. He was quoted as saying, “I have reached 
everything I want, and I'm only twenty-four. Now 
what do I do?” 

He could not have realized that the very thing 
that made him great was now the thing that held 
him back; this childlike quality that prevented him 
from growing with the changing standards. "Two 
animators whom I have always thought of as tragic 
victims of this development in animation," said 
Ben Sharpsteen, "were Freddie Moore and Norm 
Ferguson. They simply did not have the back- 
ground, the training, and the intuitive ability to 
measure up to the best men we later had on our 
staff, What is sad is the fact that they were not 
secondary men; they both had been top men, and 
I'm sure it was a crushing blow to their pride 

On November 23, 1952, Fred Moore died as a 
result of an auto accident at the age of forty-two. 
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polite to interrupt; so while he was waiting for his 
opening he would unconsciously start making 
funny little half-whimpering, humming noises, as 
if he were tuning up to be ready when his oppor- 
tunity came, a kind of anticipatory sound. 
Bill loved and believed in the characters he was 
creating, but he was concerned about whether he 
would animate them as well as he should, He 
need not have worried, for he had the sensitivity 


Bill 


Bill Tytla was the last of the four supervising 
animators on Snow White to come to Disney's. 
Part of the great strength of these men was their 
dissimilarity, and many would say that Tytla was 
the least similar of the four. Dick Huemer said, 
"Bill Tytla was the brooding type. He was the 
greatest," Physically Bill was very striking with 
his swarthy complexion and broad shoulders. He 
had a big mop of coal black hair, heavy black 
brows, and very piercing dark eyes. But more 
than that it was what was under the surface that 
made him stand out. He had great feelings chuming 
around inside of him and tremendous nervous 
energy. 

Bill was a very intense person, often moody 
and more often very emotional. In spite of these 
volatile traits, he was a very shy, gentle, and 
sensitive man. When he had something to say that 
he felt strongly about, it would come out in spite 
of any shyness. The words would literally pour 
out of him, his mind working faster than he could 
talk. If someone else was talking he would be too 


st his characters’ motivation in terms 
and the ability to interpret that into 


the devil in the “Bald Mountain" 
of Fantasia was the most awesome piece 
ever to reach the screen, and his 
li was probably the most terrifying and 
personality of all the Disney villains. It 


is true that the basis for these characters is found 
in the story, but to capture Stromboli’s mercurial 
moods, his lightning changes, and to show the 
emotions that came from the inner feelings of his 
characters was one of Tytla's greatest achieve- 
ments. 

His comments in Snow White story meetings, 
where personality was discussed, all show that he 
was looking for that inner feeling and mood to 


help him determine how the character would react. 
Amid constant suggestions by others that there 
should be a special attitude in the drawing on each 
dwarf, Bill stubbornly came back to the same 
argument: the way to get a difference in the appear- 
ance and attitude is by knowing the mood and the 
personality. In a meeting on November 17, 1936, 
director and storyman Perce Pearce picked Bill's 
brains on this subject: 


Perce: Let's take Doc, get him from scratch, and 
say, nobody knows him. First his most obvious 
feature is his pompous attitude. He shows this pom 
pous attitude with his chest. For instance, how do 
you see him, Bill, when he is pompous? 


Bill: His pose is a reaction to something. It is only 
reaction of what he is going to do, otherwise 
are just making a drawing. Since it is up to Doc to 


anmaror: Bill Tytla— 
‘Snow White. 


This pompous attitude on 
Doc came from the anima- 
tor's knowledge of what the 
character was thinking. 


in o the group what is going on, he sort of 

e leadership whether he is entitled to it or 

He immediately strikes that attitude. He gets 

d, and doesn't know what he says, tries to 

ort of a French Provincial Mayor's atti- 

Grumpy throws him off balance. Doc recom- 

sell and tries to regain lost ground. So far 

e had no opportunity to really try to do any- 

us far as mannerism or gestures are concerned 

far as gestures react in dialogue. There has 

opportunity to use any scratching or Doc 

around with his beard, We have only had 
so far. 


ll's work stood out with all 
its emotions and inner feelings, it 


us to know that he sometimes made mistakes. 
g quote he explained very lucidly how 

should act in this type of situation, but in 

ig sweatbox note from Walt it is evident 

ed on the timing of the flustered feeling 
ation to the dialogue. Doc seemed to be an- 
his own mistake, and that was Bill's mis- 


March 5, 1937 Walt sweatboxing with Bill Tytla 
Scene 8 Seq. 4D Original 
Doc's “come on’ gesture a broader one— 

a point at himself on “follow me.” 
The feeling now is that Doc knows he is going to 
HEN instead of MEN. He should say COME 


HEN with a broad gesture, seeming to com- 
it, acting as if he were saying the right thing, 


then do a quick half gesture on the mistake, and 
follow with a broad gesture on the—MEN, FOL- 
LOW ME. The half gesture is not too definite, 
but just a nervous feeling 

Have Doc turn on the FOLLOW ME in anticipa- 
tion of walking out 


The range of Bill's characters was phenomenal. His 
ability to get inside the innermost reaches of their 
personalities enabled him to develop great scope in his 
work. He seemed to understand the problems that his 
characters faced as well as their feelings about what 
was happening to them. Could anyone's thoughts be 
portrayed in a better way than Grumpy's after Snow 
White kissed him? The audience literally could feel 
the warmth that surged through him as he finally 
released his bottled-up feelings. 

But, Bill's most poignant scenes were of the little 
elephant in Dumbo, Bill's inspiration for the sequence 
of Dumbo bathing came while watching his own son 
playing in the tub, and his great perception enabled 
him to adapt to animation the spirit of what he saw in 
real life. His draftsmanship is at its best in this section, 
and there is excellent analysis of what to exaggerate in 
the action as the baby scampers playfully around his 
mother, But through all this, the big overriding theme 
is the elusive quality of love and affection that Bill's 
animation captures so beautifully. 

Many of Bill's characters were muscular like him- 
self, and when they came on the screen it was like a 
charge of electricity. He made everything work for 
him, because he drew so well and felt the personality 
so strongly. He wanted his characters to move in a 
special way, to really live! He animated the head, 
body, hands, and drapery all in different colors. It was 
not until he had each part working, communicating, 
and moving properly that he would make one com- 
plete drawing in black. The eyes, the mouth, the ges- 
tures, and the secondary actions are are all brilliantly 
there in Stromboli. This character has been criticized 
for moving too much, making it hard to follow on the 
screen at times, yet no cartoon character has put over 
any better a rich, volatile, and complete personality. 
This character is extremely powerful and frightening. 

Bill felt all these things through his whole body 
when he animated, always trying to transfer his tre- 


mendous energy into his characters. T. Hee? recalls a 
day during the making of Fantasia while Bill was 
working on the Devil in “Bald Mountain.” He wanted 
to see Bill about something, but he opened the door to 
find the room in semidarkness, with Bill intently curled 
over his board. The only light came from the glow of 
the fluorescent lamp under Bill's drawing, which was 
shining up in his face in an eerie way. As T. Hee 
waited at the door he felt a tension and a mystical 
force at work. Strange things were going on. T. was 
so unnerved by this sight that he quietly backed out 
into the hall without ever saying anything to Bill 

Tytla had studied at the Art Students League in New 
York with Boardman Robinson, whom he regarded 
very highly both as a man and a teacher. Robinson 


was aware that Bill leaned a little toward the flashy 
style of drawing. So he made Bill hold his pencil at the 
very tip. He told Bill that if he knew what he was 
trying to draw and really knew how to draw it, he 
could do it that way. Too many artists have learned 
tricky ways of making a drawing look impressive, 
out of drawing" (inaccu- 
“A whole bunch of men 
can draw the figure, but one or two of the men can do 
something to the drawing that gives a hell of a lot of 


even when it is actually * 
rate). As Bill himself said 


‘meaning to it, whereas others in the group can 
you, for the time, with flashy stuff." 
Later he studied sculpture in Paris, which accounts 


press. 


in part for the solidity and weight and excellent rela- 
tionship of forms in his work. Because of this art 


only in the drawing of the character, but also in the 
yit moved through the layout; so the total design of 
had to be right. Ken Anderson says that it 
It to make a layout that would please Bi 
ways had some adjustment that would make the 
ne more interesting, have better staging, and be 
dynamic, 
Bill was one of the few animators at that time who 
ny art training. He was deeply appreciative that 
io was looking for more quality and better 
from the animators, that Walt would go so far 
‚set up his own art school under an expert like 
"Bill and Don grew to have great respect 
ach other, It is obvious from Bill's remarks in a 
lo the young animators that this art school atmo- 
‘was like a breath of fresh air to him: 


When I first came out here about two and a half 
ago, they started having action analysis classes 
nd 1 fell for them like a ton of bricks. I was in a 
od between the old and the new stage of anima- 
Running stuff in slow motion was like lifting a 
in for me. Then sweatbox sessions were another 
lation, After all, if you do a piece of animation 

d run it over enough times, you must see what 
with it. Formerly, 1 never saw what I ani- 
|. We would catch a movie every two weeks to 
e scene we had experimented on for drawing, or 
pacing or timing, but we couldn’t get much benefit 
‘one viewing. In the theatre they would only 
the picture twice—the whole thing whizzed by 
{you forgot all about what you tried to do. And 
ess you did go to the movie, you would never 
ee what you had done. Furthermore, I never saw a 
g run in reverse except once in New York when 


ran a scene backwards of a fellow diving off a 


animaros: Bill Tytla — 
Snow White 


Grumpy made a great show 
of indignation when Snow 
White kissed him good- 
but as he stomped away his 
‘mood began to soften, until 
the audience could feel the 
warm glow permeating his 
whole body. 


My boss in New York never knew about a movi- 
ola—he probably still doesn't. When he got a letter 
from one of the boys here telling about the tests— 
roughs, semi-roughs, semi-cleanups, cleanups and 
finals—then the whole thing is done over again, he 
wouldn't believe it. My boss thought it was funny 
as hell—a bunch of fellows running around in hall- 
ways with pieces of black and white film in their 
hands looking for moviolas. He said, “When I hire 
a man to animate, | want him to know how." 
The things done here now, I would consider sen- 
sational, and I know the fellows back east consider 
them sensational when they hear descriptions of the 
training and opportunities here. But here at the stu- 
dio those things are considered commonplace. The 
average fellow here doesn't even realize what is 
being shoved on him. He is being coaxed and en- 
couraged to better work, and he probably thinks it is 
a pain in the neck. I really can't compliment Walt 
and the organization enough for handing out the 
stuff. There is no other fellow who will do it, 


Besides telling a lot about Bill, this material gives 
an insight into why the studio rose above all other 
places, and it gives a graphic picture of Walt's philos- 
phy and why there was such a thing as the “Golden 
Age." 

Bill could not stand the ordinary. If you were inter- 
ested in your work, then you should take the pains to 
observe and study and make your characters different 
and unique. No two scenes should ever be alike and no 
two characters should ever do something the same 
way. Bill put it this way: 


Stock methods of doing things are careless anima- 
tion; very often, moreover, they are based on no 
observation at all. Frequently, some animator will 
animate not something he has observed, but some- 
thing he has memorized that some other animator 


thin movement. 
| the rough ex- 
Grumpy s defi- 


has done. In such cases, it is a matter of one anima- 
tor copying another, memorizing a lot of stock stuff. 
This is evident in cartoons where all the characters, 
regardless of personality, walk, run and move the 
same way. The animator has not given even a thought 
to the personalities involved, to delineating charac- 
ter and personality through variations in reactions 
and actions. 


Bill was intolerant of any animator sloughing off on 
a scene just because it did not interest him. His adv 
‘on an animator's responsibility has become a classic: 


Another thing in animation. When you start you 
will probably wish that you could get a lot of stuff 


that is already funny to start with. You may get a 
very dry piece of business to do, and no matter how 
you work at it, you will feel you can't make it 
funny. If you can make it interesting, you will have 
done a very good job. But if you can take a piece of 
business that is dry and uninteresting and if you can 
animate it so that it will be alive and vital, then as 
an animator, I think you have fulfilled your duty 


Not every aspect of Bill's animation can be properly 
analyzed, for his thinking was complicated and in- 
volved. However, it is interesting and enlightening to 
list the components that are found in Bill's work. In 
his best animation they are all there. It takes steady 
concentration to have this knowledge and skill at your 


fingertips and be able to use it right. Like a baseball 
Pitcher who has that momentary lapse and gives up a 
home run, the animator can get himself into a hopeless 
Situation through lack of concentration. This list of 
"components in good animation is quite an imposing 
{group to combine in any scene; any one element on the 
list is a challenge to the best of animators: 


Inner feelings and emotion 

Acting with clear and definite action 
Character and personality 

‘Thought process through expression changes 
Ability to analyze 

Clear staging 

Good composition 


Timing 
Solidity in drawing 
Power in drawing 
Strength in movement 
Imagination 


Bill had done a scene on Pinocchio that he and the 
other animators thought was great. ** Well, it's good,” 
was Walt's comment, “but it's not what I'd expect 
from Bill Tyta.” Bill was crushed. For a time, like 
many highly emotional, sensitive, and creative peo- 
ple, he found it impossible to work. A week, maybe 
two weeks, passed before he gradually started to search 
around and explore other possibilities, In the end he 
did find a better way, and Walt liked it. This had been 


Pinocchio 


ANINATOR: Bill Tytla — 
Snow White. 


When the animator distorts 
the figure, he must always 
come back to the original 
shape. 


femibly hard on Bill, but he had been shown some- 
thing about his own great capabilities, that he had 
more to offer than he realized, and that was why he 
loved the studio, 

According to Ben Sharpsteen, *"Tytla somehow got 
pegged After Snow White 
he was cast on Stromboli in Pinocchio and the devil in 
the ‘Night On Bald Mountain’ sequence of Fantasia 
Walt made quite a point of Tytla and his abilities on 
the later character, He built it up as a special fea 
lure," Wilfred Jackson, who directed the “Night On 
Bald Mountain’ sequence, describes how he and Bill 
‘Tytla worked together on it 


an animator of heavies. 


Twas told by somebody, maybe Walt, 1 was sup 
posed to get [Bela] Lugosi and shoot live action. So 
we got him and he looked upon it as an actor's job. 
but this was not what Bill wanted. He was inter: 
ested in the movement. Lugosi started showing him 
how he could unwrap his wings like that 
ere getting along great, but Bill was having an 
awful time- 
do it, Finally Bill gave up and went over in the 
comer and sulked, so 1 got the best stuff I could out 
Of it and after it was over Bill said, “Jack, I don't 
like what he's done. I like the way you do it; won't 
You take your shirt off and g 


he was telling Lugosi how he should 


in front of the cam- 


era" So I took my shirt off and he ran the 
and we used that stuff. Yeah, the photost 
skinny me. We never told Walt, Bill and I made it 
lupin the music room before Lugosi ever came, then 
just went through what I had been doing with Bill 
Each time we'd do it he'd say fine, I even did the 
hocus pocus thing with the little guys on my hands 


Tm not sure Walt intended to have such a power. 
ful character, but when you have a piece of anima 
tion like that you're not going to turn it down 


Someone once asked. 
When he lett" 
though someone may have taken over his assignment. 
Bill Tytla, like Fred Moore, Ham Luske, and Norm 
Ferguson, brought his special magic to the screen, and 
When he left that particular way of doing something 
disappeared with him. It would not be possible for 


“Who replaced Bill Tyıla 
The answer was, of course, no one—al 


anyone else to duplicate Bill's way of animating the 


powerful devil or the tenderness in his handling of the 
poignant Dumbo scenes. What others do must be dif- 
ferent, for as both Fergy and Bill said, “It is too 
limiting to copy someone else." But it is not out of 
reach for those who feel as deeply as Bill did, to do 
something equally great in their own way 

No one thing seems to explain the reason for Bill's 
departure from Disney's in 1943, though changing 
y would be 
more secure during wartime on his Connecticut farm 
were certainly strong considerations. In the East, Bill 
continued in the animation business as both animator 


stu 


io policies and the feeling that his fa 


and director, but he was never again to find the self- 
fulfillment and personal jon that he had found 


in his work during those great days at Disney's. Bill 
died in 1968 


. 
7.Hyperion: The Explosion 


"My greatest reward is that I have been able to build this wonderful organization." 


Many a philosopher has observed that a person's phys- 
al environment greatly determines how he will behave 
‘and what he is apt to do, One historian of animation 
has claimed that the old studio on Hyperion Avenue at 
the far eastern edge of Hollywood was largely respon- 
‘ible for the innovative and imaginative thinking of 
the artists who worked inside. The studio was indeed 
"Unique, but then it would not have been fitting for 
Walls studio to be like any other place of business. 
From an insignificant beginning, the studio seemed 
gradually to take on a life of its own and grow like the 
magical world it was creating. The original building, 
first occupied in 1926, was a mere 1,600 square feet 
and was hardly noticed on a quiet street that meandered 
down a small valley. Next to it was a pipe organ 
factory, but there was space behind and a vacant lot on 
the other side that gave plenty of privacy. That first 
building could hold some twenty men at most, so it 
yas not long before an addition was needed. The organ 
factory was purchased and combined with the Disney 
Studio. 

Within months still more space was needed; the 
carpenters returned, and soon the little building was 
bulging and protruding in unexpected places. In 1931, 
Walt decided to put an end to this makeshift arrange- 
ment and to build an edifice especially designed for 
Animation, with an office for each animator and his 
‘sistant, and two rooms for directors. Hours and hours 
‘of planning went into the design of this "perfect" 
building, but it was outdated before the paint dried. 

First, there was only a small addition to it, then 
there was a connection to another building, then some- 
thing out in back, and then suddenly a whole new, 
immense two-story structure. Soon the studio flowed 
clear out to the side street, then back the other way, 


Walt Disney 
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with added bungalows and things on top of things, 
including, finally, a special Ink and Paint building that. 
used all the property up to the street on the east. The. 
studio was spilling out in all directions 


There was also a building across the street that had 
been built complete with a skylight facing the north 
for the art classrooms, offices for Don Graham and 
visiting artists, and endless cubicles for young hope- 
fuls learning the craft, The shape of the peaked roof 
immediately reminded Walt of the chicken sheds he 
used to know as a boy, so he dubbed the building 
“The Incubator.” Before long, he added to the back 
of that, then installed pens beside it for the animals 
needed for study and drawing. Like the cooking pot in 
the fairy tale that continued to produce oatmeal because 
someone forgot the magic words, the studio continued 
to sprawl and spread and cover the whole area in a 
slow-motion eruption. There were tunnels and pas- 
sageways and bridges and little doors, and partitions 
were put up and taken down, and walls were moved, 
and projection booths were made out of conference 
rooms and offices and even closets. As Parkinson's 
Law states, “During a period of exciting discovery or 
progress there is no time to plan the perfect head- 
quarters.*** 

When every inch of open space had been filled, 
neighboring buildings were purchased and converted — 
apartment houses, bungalows, offices, any structure 
that was near and could house artists and storymen. In 
speaking of his own experience in those strange ac- 
commodations, Mel Shaw^said, ‘John Hench? Oh, 
yes, he had the kitchen of my apartment. . . -I had the 
bedroom and bath." The artists who were not on the 
main lot felt left out and isolated. All their hopes were 
based on “stepping up" someday to the main building 


across the street. In the main building the rooms were 
so small and everyone was so jammed in together that 
if one guy wanted to get out, all the others had to 
move their chairs to let him through. With everyone 
that close, there was an exchange of ideas as well as a 
lot of funny incidents and gags that would not have 
happened otherwise. Walt kept trying to shield his 
animators from distractions and annoyances that would 
drain their creative energies, but, actually, more growth 
was achieved through this arrangement than if we had 
been spread out in neat rows. 

Exciting new things were happening all around us, 
and this close personal contact and the crazy associa- 
tions kept us stimulated, We were all trying to outdo 
each other in thinking of screwy actions, deliberately 
trying to be different, to be funnier, to come up with 
an unexpected gag in everything we did—away from 
the studio as well as at work. One of the early anima- 
tors, Art Babbitt, said, “Each test you did, you tried 
to be as inventive as possible so the other guys would 
comment.” 

Unless a gagman is thinking “*funny”" every day, he 
might find it hard to think of an unusual gag when he 
needs one, and we were determined always to see the 
unusual in the world around us. All a man had to do 
was stumble over a chair, or knock something off a 
desk, or just make a chance remark, and immediately 
he would be inundated with gag drawings, building 
the situation to outlandish proportions. It looked like a 
waste of valuable time, but, actually, we were all 
leaning our most important lessons in staging and 
communication. If the gag was too obscure, if the 
drawing was not funny, if it was not something that 
could be understood instantly, no one laughed, This 
amusement actually was better training than develop- 
ing business in the pictures, where it would be weeks 
before we would know if the gag was funny, or the 
right thing, or whether it even had been understood 

Gags were also a very good way to relieve tension, 
Ward Kimball says, “It was this close exacting work 
we had to do. . . . You had to let it out, so all ofa 
sudden you'd stop and let off steam. We'd all sit down 
and draw gags." The drawings became broader and 
more preposterous by the day, yet there was always an 
element of believability in them, because at the core 
they were based on some quirk in a particular fellow's 


aanst: Frank Thomas 

Someone suggested that sun lamps be installed so 
animators could look more healthy. Immediately. the 
{gags began pouring in. Here, Frank Thomas, Milt 
Kahl, and Ollie Johnston are depicted as needing far 
‘more than a tan. 


While Vip Partch was an assistant animator. his draw- 
ings showed the staging and insight that later made 
him famous as a commercial cartoonist. Above, "The 
Gag’ catches the precise attitudes and expressions of 
the fellows looking at a new gag. Below. Vip's ver- 
sion of Ollie Johnston's animation unit. When told he 
had to get an inbetweener to move the work faster, 
Vip caricatured the only type of personality he felt he 
«could control. Left, animators Ollie Johnston and Ken 
O'Brien. 


personality. This incisive understanding of personality 
brought on elaborate practical jokes as well. We had 
to have some idea of an intended victim's reaction to 
the gag, or it would be hard to see the possibilities in 
it. This same approach was used daily in working out 
the gags and situations for our cartoon characters. If 
you had a Donald Duck short, immediately everyone 
knew what type of gags to use, what situations would 
be funny. It was easy to find business for Donald 
because we all understood his personality. 

The butt of the studio's most elaborate practical 
joke was an Englishman, Ted Thwaites. The men who 
worked with him had sized him up as being rather 
square and had planned the “business” in their little 
scenario accordingly. Floyd Gottfredson, then head of 
the comic strip department, relates the story as follows: 


The whole thing happened in the comic strip de- 
partment and the principal characters were Ted 
Thwaites and Al Taliaferro. We all worked in the 
back room of the annex at Hyperion. Ted carried his 
lunch in a brown bag and every day brought in a 


small can of fruit cocktail and he loved it so much 
and he smacked his lips over it and he'd tell Al, “I 
just couldn't eat a lunch without this. '" 

So this started Al's brain to working and one day 
he brought in a can the same size, a can of mixed 
vegetables. When Ted went out of the room he 
would always tell Al where he was going. So the 
minute he got out of sight, Al would jump up and 
take the label off, and put rubber cement on the 
thing and wait til it almost dries—and just switch 
the labels from the mixed vegetable can to the fruit 
cocktail. 

So Ted came back the first time and he opened 
this thing and he actually took a spoonful of the 
stuff before he noticed it was not his fruit cocktail 
Al, of course, was watching him. Ted stoppe 
then he took another spoonful of the stuff and he 
looked at it and he says, “I can't believe this." He 
was still very British and very gullible. He says, 
*Something's wrong here.” So he shows it to Al 
and Al peers at it and says, "What's wrong? What 
is that— vegetables 
says, “Yeah! Look at the label—this is fruit 
cocktail. 


Al says, ‘That's strange.” 

So between the two of them they decided that 
some way the labels had gotten mixed up at the 
canning factory. There wasn't anymore said about it 
except Ted went around and told everybody in the 
department. He couldn't get over it. So Al let it go 
for three or four days and then he switched labels 
again, and Ted said, *“The only way I can explain 
this is that they must have mixed up a whole lot 
shipment—just imagine! These things are on the 
shelves of markets all over the country." 


AI did it just far enough apart to keep Ted in- 
trigued. He'd have peas or carrots and even hominy 
‘one time—and Ted had never seen hominy before. 
To put a little variety in the act, Al reversed the 
procedure and put a vegetable label on the fruit 


hat's crazy!" Ted says, “I know I bought 
fruit cocktail this morning—Al, look at this.” 
. "What's wrong with it?” 
s, "That's mixed vegetables!" 
That's funny. You must have picked 


¡by mistake.”* So, he opens the can and it has 
cocktail in it. 
inally it was Ted himself who said, "Well I 
think this is an item for Robert Ripley's Believe 
Not. I think I should write it in to him and 
Pl get some money out of it.” 
wwe all agreed and by this time everybody knew 
it, and he actually wrote Ripley. After he had 
to Ripley, we knew we had to do something 
iy this whole thing off. We wondered for two or 
ree days what we could do. We figured it would 
ke eight days before he would expect an answer. 
plan called for this last can to be mailed to 
With appropriate King Features? labels 
de up by the comic strip men and was to contain 
er potent message from Mr. Ripley. But Al 
n't leave it alone. He had to switch one more 
ind Ted came back too soon and Al had to rush 


n Ted came in and ate his lunch right after 
atand he picked up this can and the label slipped 
the can and here was this wet rubber cement. He 
pped and looked at it for a minute, then he says 

British accent, "You so and so's. Suddenly 
erything is clear to me. I know what's been going 
e" 


was keenly aware of the creative process and 
criticize anyone for taking time off to do gags. 
10 be aware that we were sharpening our 
only thing he used to say was, "Why don't 
get some of that in the pictures?" 
he place was expanding so fast it seemed as if it 
l| burst at the seams; it was teeming with new 
here, and there were new artists coming 
every day. We were all squeezed into little 
and crannies and so busy and excited that we 
hld not keep up with what our friends were doing. 
e always in too much of a hurry to wander 
the studio and say, "What do you do?" Then, 
‚day, a newly finished picture we had never heard 
be shown for the staff—such as The Old 
ll Where did it come from? Who had worked on it? 
important, how had they done it? 
eyes popped out when we saw all of The Old 
magnificent innovations—things we had not even 


dreamed of and did not understand, We did not know 
how any of the effects were achieved or who had done 
what and how it was painted. Even the inked cels and 
backgrounds did not look like anything we had ever 
seen before. Unknown to us, Walt had hired color 
‘experts and engineers and had been experimenting with 
new ways of lighting and a multiplane camera and all 
sorts of things. And when we talked with fellows like 
Claude Coats,* who had been working on the picture, 
we could tell they were almost as surprised and bewil- 
dered as we were. “Oh, I don’t know. Well, it was 
just like any other picture. We tried to do what was 
needed; we had our problems and our battles; we had 
our troubles. . 

Each new picture contained breathtaking improve- 
; the effects were better, the animation had more. 
life, and the whole studio had an upward momentum. 
It was like being a player on a winning team! To us, 
all this was pure magic. Our own efforts to stage a bit 
of business or get a character to come to life in an 
interesting way—while keeping our footage up and 


not getting bogged down—at times would get us so 
involved that we would lose sight of where the studio 
was headed. Everyone was working hard but few 
complained. If there was not always exhilaration in 
the work from day to day, the employees would be 
filled with awe and overwhelmed with disbelief when 
a new picture was projected for them. Where were 
we going? What was to happen with this cartoon 
medium? 

‘There were not enough hours in a day for one per- 
son to keep up with all the new ideas and inventions 
and procedures, let alone deal with the imaginative 
concepts and ideas for future productions. But one 
man did! And he miraculously rode herd over hun- 
dreds of enthusiastic employees. As someone said, 
“If Walt had done nothing else, he would be remem- 
bered for bringing together 1000 artists and storymen 
and controlling their work. No one in history has ever 
done that.” 

Mary Tebb, who started with Walt as an inker in 
1927, explained her feelings this way: "That dedica- 
tion was the greatest thing in the world—our dedi 
tion to Walt and the product, our unquestioning attitude. 
No ore ever said to Walt, “Aw that's too much work, I 
don't want to do it.’ Oh no, you'd take it home and 
spend all night if you had to. Walt had something, that 
power. It was just his personality, his genius, I gu 

“It wasn’t that you had to do these things," Mare 
Davis said. **You wanted to do them. You were so 
proud. Every write-up the studio got, everybody went 
out and got it. Very few people have ever, as a group, 
experienced that type of excitement. What we were in 


on, really, was the invention of animation. Anima 
had been done before, but stories were never told." 

Milt Schaffer remembers a meeting in Ben Sharp 
steen's office of all the young artists. Ben told 


even begun to learn animation yet. In the course of his 
talk he said, "It will be with you like it 
Michelangelo. When you guys are about sixty-five 
you'll be ready to hang out your shingle.” Milt si 
they were all impressed, even when told they were nj 
going io be any good until they were sixty-five—=a 
that was encouraging! All of this determined the q 
ity of animation that would be done. It grew as an af 
form because everyone cared—and not just in the ani 
mation department but throughout the whole studio, 

Out of this creative cauldron came the exciting di 
covery of life in the drawing, and with it came a 
way of looking at animation. Now the animator coul 
do more than entertain the audience with funny li 
movements in sync to sound; through this im 
revelation he could make the audience believe in 
characters. 

To bring a character to life, it is necessary to imbu 
each single extreme drawing of the figure with 
attitude that reflects what he is feeling or thinking o 
trying to do. No scene is any better than the sum to 
of all its drawings. Life must be in every drawing 
There should be no drawings that merely move th 
character from one spot to the next, In other words 
the life and vitality comes not from movement or tin 
ing alone—as it did in the early Mickeys—but from 
that ability to make the single drawings come ali 
The animator must incorporate into his work some d 
the power and artistry of men like Honoré Dani 
As Daumier himself said, “If my drawing does mg 
convey anything to you, it must be bad, and no 
tion can remedy that. If the drawing is good you 
be able to understand it."** There was hardly a g 
ture, mood, or human relationship that Daumier did 
illustrate 

Animation was beginning to mean something 
ferent to each of us, and everyone was surprised at th 
definition one employee found in the dictionary. "Ma 
people think the word ‘animation’ means movement,’ 


he said, ““but it doesn't. It comes from ‘animus’ whid 


just the mechanics of i 

nthe early pictures there were indeed glimpses of 
“life,” but since no animator really knew, then, 
he had done, it was impossible for it to be 
ined over a series of drawings. In 1934, The 
ng Mouse, with its pathos, turned the corner— 
re than any other early film—from stock gags to 
sis on personality, and it was immediately appar- 
this communicated better with the audience. 
e, the great animation on Figaro in Pinocchio, the 
rs, and the little ugly duckling were all exciting 
ahead in this new development. People responded 
hese characters through their feelings—something 

achieved in a cartoon before. 
e concept of instilling life in cartoon figures 
ged the role of the animator from a kind of creator 
sat back and watched in a detached way as he put 
icter through amusing antics to someone who 
found himself living inside that little person on 
board. If it was a terrified Pinocchio locked 


s cage or a shy Bambi at his first meeting 
Faline, the animator had to live every minute of it 
i would not be in his drawings. 


Andrew Wyeth had comparable feelings about a 
painting he was working on and expressed them beau- 
tifully in these words: "And then finally when you get 
far enough along in a thing, you feel as though you're 
living there—not just working at a painting, but actu- 
ally working in that valley. You're there.'** 

‘This is possibly what saved the animated cartoon! 
“The whole conception of a scene became different A 
new type of business was demanded from the story 
department, planning that would involve showing a 
wide range of emotions through the feelings of the 
characters. Storymen now had to think up situations 
that would draw an audience into the picture, situa- 
tions that required acting that derived humor from the 
characters rather than just gags. And if there was a 
gag, it would now be a real personality that was partic- 
ipating in it rather than a stock cartoon character. Truly 
the age of the animator arrived with the first crude 
evidence of life in the single drawing. 

‘The arrival of the latest test film was the high point 
of the day for animators. Some wag likened it to a 
maternity hospital when the babies are brought to their 
mothers. But there was so much discussion before a 
scene was done and such high interest in what new 


ARTIST: Bill Roberts— 
Alpine Climbers. 


of 
‘scene Bill Roberts liked to 
do. His maxim: never lose 
the personality of the char- 
acter in either a long shot 
or a wild action. 


experiments might be in each other's scenes, that we 
could hardly wait to see the film of what had been 
tried. The halls echoed with the clattering of film in 
the Moviolas and, soon after, the sound of feet running 
through the halls. “Hey, have you seen Lundy’s test? 
ell kill yat” 

One day Bob Carlson was trying to complete a scene 
of his own while this activity was going on outside his 
door. One room in particular down the hall had attracted 
quite a crowd, as the film was repeated over and over. 
A film could be run through the Moviola as many 
times as you wished without stopping, because it was 
always fastened together in one continuous loop. Often, 
if it was a long scene, some of the film would drag on 
the floor as it made its round trip through the machine. 

As Bob listened he could hear the pattern of hushed 
expectancy, the clatter of the film, the explosion of 
hilarity, the buzz of voices discussing, congratulating, 
suggesting—then the hush as the action came around 
again. Finally Bob's curiosity got the best of him and 
he had to go down to the room and see what was on 
the film, The room was packed and it was hard to 
crowd in where he could get a view of the Moviola 
screen. Just as he got a clear view between one fel- 
low's ear and another's shirt collar, the film ripped. 
‘There was a groan of disappointment, and all eyes 
angrily followed the limp film down from the Movio- 
la, across the floor, between all the feet, and over to 
one big shoe that had stepped squarely on the film— 
Bob's! 

Walt liked to have people around him who could 
make things, build things, create with tools, If he had 
an idea for a better use of some space in the building, 
he wanted to be able to call a capable man immedi- 
ately and ask him, "Can't we do something here to 
move this out and get a thing here? Or if he 
‘wanted the camera to operate in a different way, “Can't 
we put something on here that will make this thing go 
around this way and... .?”” His respect for the men 
who had these skills was shown by the fact that while 
everyone else in the studio was on a first-name basis, 
the carpenter who was retained full-time was always 
“Mr. Rogers.” The only other man to have this mark 
of respect was Mr. Keener, who was the paymaster. 
The other craftsman who could do a little of every- 
thing was Jim Verity, but he did not quite merit the 


addition of “Mr.” to his name. Still, he deserved too 
much respect to be called simply, “Jim, 

how a compromise was reached whereby 
was run together like one word: "'Jimverity. 

In the late thirties, specialists in other fields were 
being added to the staff, mechanics and engineers 
whose salaries could not be assigned to any specific 
job. Walt did not know where he was going to use 
these men—some experts from machine shops, others 
graduates from Caltech—but he knew he could not 
pursue his dreams without them. When he wondered, 
"Can't we find a way to. . . ?™ he wanted a man at 
his elbow who could say, "Well, let me work on it.” 

Eventually the studio had eighteen highly skilled 
engineers, headed by Bill Garity, designing, build- 
ing, creating, experimenting, extending the capabi 
ties of the animated cartoon to reach new heights, new. 
achievements. Walt personally directed their efforts 
and chose the areas for experimentation, but someone 
else had to find the category on the production chart 
where their talents and salaries seemed to fit 

In 1935, most of the country was still wallowing in 
the Depression, and few companies were hiring, so a 
job was a very precious thing. Where once Walt had 
worried that he was getting into the business too late, 
actually it seemed that the timing was perfect for him, 
and he was able to pick and choose from the creative 
talent of that period. 

But there were tensions and anxieties for those 
seeking the jobs, since competition was very keen and 
only the most outstanding were hired. All manner of 
hardships were endured to get and keep a job. Some of 
the uncertainty of the times is reflected in the recollec- 
tions of Betty Ann Guenther about the apprehension 
that characterized tryouts in the inking department: 
“Every Friday was Elimination Day, and we all shook 
in our boots, for fear we would be let go. Everyone 
was so scared and worried they could hardly relax - 
enough to do their work.” 

Ann Lloyd added, “It’s a wonder we learned to ink, 
we were so nervous, and it really takes a loose arm 
and relaxation to get this technique, and we were nerv- 
‘ous wrecks all the time.” They needed the jobs desper- 
ately, but it was more than that; it was the innocence 
of that period, young people hoping they would be 
good enough and that they would be liked. 


(On Fridays, their ranks were thinned down. There 
Were many tears and hysterics. But those who survived 
had real dedication and the sense of accomplishment 
that would go with weathering such an ordeal. The 
‘Supervisors still ruled them with a firm hand even after 
they were taken on, being stern and demanding in 
theircriticism and exerting extreme pressure on every- 
‘ne to do it faster and better. 

“Lame here right out of high school, "" says Kath- 
erine Kerwin, “and in those days you worked or else. 
Nobody had cars. . . . it was really difficult." Many 
Of the young people traveled as much as two hours 
(ach way by bus and streetcar to get to work, and they 
often worked till 10:00 at night on Snow White. Kath- 
fine was asked to work all night on occasions, and 
{he said she was pleased that someone would ask her. 
The people were all so young and had so much ener- 
BY, and what they could give, they gave it.” The girls 
were all eager to learn and went to night classes, too. 
‘hey loved to go to the theater when the pictures came 
‘utand excitedly pick out the scenes they had inked or 
painted. 

It was always a thrill when Walt came by,” Ann 
Lloyd says. “He didn't come often, but he always 
fame around at Christmas with all these gifts. He felt 
the girls had been working very hard so he brought a 

nt for each of us.” And one Christmas when 
there was no work he gave the girls a week's vacation 
instead of laying them off. **Walt was shy and uncom- 
fortable around girls,"’ Katherine adds affectionately, 
so they didn't sce that much of him, but they loved 
him, and he appreciated how they helped him.” 

With so much intensity in the air, and Walt's man- 
ging everything, and the staff passing the thousand 
Turk, there were the inevitable inequities and some 
Aisgruntled employees. Mainly, the problem came from 
An individual's feeling left out or passed over. This 
produced a kind of bitterness and a sullen attitude, but 
ihe really explosive reactions came only as the result 
‘ofan individual's work being cut out of a picture. The 
fol animating is very, very difficult: first, becoming 
committed to your way of doing the scene; then, once 
“Committed, combining all the elements that give it 
Je he drawing, acting, staging, timing—while being 
sure that it all adds up to entertainment for someone 
sides yourself. This may take days or even weeks of 


strenuous effort. And when you finally have it on 
Paper, you have stated, just as clearly as if it were 
written, your inner feelings about how this thing should 
be done. Then to have your own personal statement 
challenged or criticized or cut from the picture—for 
whatever reason—is a staggering assault on the ego. 

At times it was terribly hard to deal with Walt's 
exacting demands, and often a proud young artist found 


himself becoming belligerent over some fault found in 
his work. It was not always criticism either; some- 
times it was just the lack of a compliment that hurt the 
most. The majority of us had become accustomed to 
having our work criticized, but we had never been in a 
situation where we cared so much. Love and hate are 
closely allied. You hate only if you are deeply involved 
in something. 

Volatile storyman Bill Peet once became so angry 
over Walt's criticism that he threw ink all over his 
wall after the story meeting was over—and left it there 
in defiance, Walt pretended not to notice for a long 
time; then, one day, when things were calm, he turned 
to Bill and said, "What the hell's all that stuff?" and 
told him to “clean up " his room. Walt understood the 
intensity of commitment that Bill and the rest of us 
had for the work, and he never wasted an opportunity 
to take advantage of this commitment. 

In an early screening of Snow White someone had 
written on an unsigned questionnaire the startling reac- 
tion, “Stick to Shorts, "little knowing at the time that 
he had touched Walt in a most sensitive spot. That 
remark would haunt us for the next three decades. It 
indicated to Walt that there was a rotten apple in the 


barrel, and since no one knew who it was he seized 
upon this incident as a permanent device to keep us on) 
the defensive. Through the years, the term “Stick to 
Shorts™ became synonymous with poor judgment. If 
you were trying to sell an idea that did not jell or go 
over in a meeting, suddenly there would be this loud, 
“Ah haaa!” and Walt's finger would come shooting 
‘out toward you; in a triumphant voice he would explain, 
“You must be the guy who said ‘Stick to Shorts" 
And for that day you were the guy, and everyone else 
would keep looking at you and wondering. The best 
thing you could do was to become as inconspicuous as 
possible. Some of the men insisted they knew who the 
real culprit was and thought that Walt knew, too. But 
if he did, he was too smart to let on, and he never 
relented in his continuing search, 

Walt felt that every idea had been thought of, every 
gag and even every story—the key was how you used 
the material to express your own work, So he was 
never concerned about where an idea came from, One 
day he stopped a young artist in the hall and compli: 
‘mented him on his drawings of Pinocchio! When the 
animator started to say that he was just trying to draw 
like the other fellows did, Walt interrupted to say, “I 


give a damn where you get it. Just keep doing 


I tried to make best use of what talents his 
byees had. Obviously, not everyone cared. As 
filt Schaffer says, “There were all varieties, some 
re worldly wise than others, some cynical, some 
ager beavers.” The practical-minded adopted the view 
it was just a job. Walt was continually searching 
for incentives to get this group more involved, to get 
the maximum effort from everyone. He had used the 
system of balancing salary against footage out- 
asearly as 1933, and, in spite of repeated failures, 
ed to believe that it held the answer. But the 
m had an inherent weakness: the largest rewards 
10 the swiftest rather than to the best. Certain 
took a very pragmatic view of this opportunity 
d spent most of their time looking for shortcuts, 
n giving their lesser-paid assistants much of the 
todo. 
“This left the burden of responsibility for quality to 
conscientious animators who felt that the picture 
fame first, They could not stand by and watch inferior 
ly make inroads; so they took time from their 
work to do whatever was necessary throughout 


the picture to patch up, repair, or re-animate work that 
lacked the illusion of life. In the long run, this ruined 
their own appearance on the “time charts," and with 
it a chance for any sizable bonus. The bonus system 
did not produce better pictures—or even good ones, 
Few regulations do. Efficiency is better built through 
dedication rather than speed for its own sake. 
Surprisingly often, confusion arose from not know- 
ing what was expected of you. It was even hard to find 
out whom to ask, and this caused uncertainty and cre- 
ated uneasiness about one's position, There were sim- 
ply too many people after a while to notify about 
everything. Anxiety over this lack of communication 
sent many people scrambling around looking for ways 
to protect themselves—to shore up their jobs. To do 
this, some began forming walls of people around them, 
secretaries and assistants or whatever. These Em 
pire Builders,” as Parkinson might have called them, 
*wanted to multiply subordinates, not rivals." 
However, if anyone started taking himself too seri- 
ously, he was certain to become a target sooner or 
later. One new employee in management was quite 
officious and tried to reorganize the workings of the 
studio overnight with a flood of memos and orders, all 


intimating that they were Walt's wishes. He was very 
busy and very stuffy and very gullible. One day as 
storymen Ted Sears and Webb Smith got in the eleva- 
tor they were joined by this bustling young executive. 
Casually a conversation started as Ted asked, "Hey, 
Webb, been meaning to ask you—did Walt send you 
your elevator pass yet?" Webb, kind of mumbling, 
"My elevator pass—let's see . . .” feeling around in 
his pockets. “It’s here somewhere." Their companion 
was drinking it all in. They could see he had taken the 
bait already. Webb continued as he got off the eleva- 
tor, “Yeah, it came yesterday; maybe the day before. 
‘The indignant executive made a beeline for Walt's 
secretary, "Where's my elevator pass? How come you 
didn't send me one?" 
What could the secretary say? She did not know 
what he was talking about. And neither did Walt! 
We gradually developed so many separate units of 
directors and layout personnel on the features and shorts 
Programs and transition sequences and special effects 
sequences that there was a constant traffic jam on the 
recording stage, in inkers, in camera, and even in 
inbetweening. Some way had to be found to schedule 
and simplify so that the best use could be made of all 
the facilities. It was in this atmosphere, with so many 
people around, that the Unit Manager was born. 
‘These men started each day with a meeting in which 
they presented the work schedule of their individual 
units and the projected needs in all related departments. 
Then a little chart was made up saying that Wilfred 
Jackson's unit could record from 10:00 to 11:00 Tues- 
day, have two extra layout men for five days on 
Wednesday, and get top priority in camera for two 
weeks starting a week from Friday. Jack King's unit 
would record from 11:00 to 2:00, give up his two 
layout men on Wednesday, wait to shoot his tests for 
two weeks—and so it went, until each department was 
accounted for. As work loads shifted, or a sequence 


failed to get approval, or Walt changed his mind, 
everything was adjusted in the morning meeting. 

Supposedly, each unit manager was responsible to. 
his unit director, who told him each day exactly what 
he needed and when he had to have it. But often the 
unit's representative would return to his home base lo 
report that they could not have any of the things the 
director wanted. After hearing his job redefined by the 
irate director, the unit manager would then come down 
the stairs to vent his pent-up feelings on people who 
could not fight back. The normal procedure would be 
to come over to the artist's desk, without a cheery 
greeting, check the number of the drawing on his board 
and match it to the exposure sheet with an insinuating 
mumble: *Hmm-mm, we're still on this part, eh? 
Didn't get over onto the second page like we thought, 
did we? Can we count on this scene by 4:00 o'clock 
this afternoon? We're up next in Ink and Paint, you 
know," 

All in all, the unit managers slowed the work down, 
yet on paper they looked like the perfect solution lo 
our chaotic cross-purposes. It was interesting to dis 
cover that when the studio cut our personnel in half 
(and this type of job was no longer necessary), we stil 
turned out as much work. Another Parkinson law con: 
firms this point: The fact is that the number of officials 
and the quantity of the work are not related to each 
other at all. 

All through the thirties and forties, Walt was bring 
ing in one group of efficiency experts after another i 
an attempt to find the way to run the studio 
efficiently. He knew there was a better way than 
current one, but he never seemed to realize that his 
own flow of ideas foredoomed each plan to fail 
before it had begun. An organizational plan presup- 
poses that all employees will stay in their own spots 
doing just what they are supposed to do in the way that 
has been selected for them to do it. This was utterly 


o Walt's approach to anything and especially 

onstant shifting of his men, asking them to do 
ypletely new day after day. 

er stopped kidding the staff about their 

and how much work they were turning out. 

Kahl tells the story about Walt bringing a group 

rsinto his room and saying, “AIl right—show 


tend of the phenomenal growth of animation can 
ked to the constant attempt to establish some 
‘onder for the production of the pictures. This 
ht about a perplexing chain of command for the 
with Walt at the top. Though his ideas were 
d 10 seep down to us through the Production 
or, the Supervising Director, and finally the 
ce Director, they never quite did, and it was 


'twant Walt doing anything about the rest of 
Dave Hand, then Production Supervisor, 
he was so very valuable in the idea 

* It was the thinking of the time that the. 


ill possible distractions. 

fien we questioned a piece of business in the 

the director said it was the way they had 

itto him, and we were not supposed to worry 

They knew how it all worked, and this is the 

ey wanted it. To this day, we still are not sure 
Were—all we know is that we were not among 


most of all because very few people could inter- 
Walt for anyone else. So the handouts were carried 
on a kind of assembly line basis: one animator 
pick up three or four scenes that were ready, 
n when the next man ran out of work he would 
the next three scenes. We became interchange- 


N 
A 


able—even though we were all very different. 

For the animators who were more concerned with 
drawing or technique or visual effects, this worked out 
well enough since they had little interest in story or 
character delineation, figuring that was the job of some- 
one else. But for many of us, this stopped the further 
development of character animation. With this piece- 
meal casting, there was no way to sustain a character 
or even to know the precise way he should perform. 

We wondered how Walt would interpret our scene, 
How would he see it? Would he go for the pathos or 
the humor here? But there was no way to find out even 
why the scene was in the picture. The grand idea that 
was supposed to simplify procedures and make it eas- 
ier for each person to do his own job with a minimum. 
of distraction had developed into a restrictive separa- 
tion of the talents. We were fast losing the stimulation 
that had come from the team effort. 

In contrast, other phases of the business continued 
to flourish and grow in importance, The emphasis was 
now on the new elements: effects, mood, music, story, 
style; and, even though Walt demanded as much from 
his animators, animation was no longer considered a 
frontier. As Bill Tytla said, we could make a com- 
monplace scene interesting; we had proved we were 
professionals. 

Few were aware of the potential for better enter- 
tainment that was being lost or the way in which these 
decisions were ending the progress of the art of anima- 
. Ken Peterson,” who did see the danger, said, 
“The tragedy was that animation was not really recog- 
nized for what it was—the heart of the business.” The 
shift had come just as we were beginning to realize 
how much could be done with this means of expres- 
sion, this art form that was so fulfilling and rewarding. 

Excellent animation was still being done and some 
discoveries were still being made, but they tended to 
be in the areas of refinement rather than in bold uses of 


$544 


the medium. There was little inclination to experiment. 
We thought of safe ways to do the scenes rather than 
exciting ones. 

“This had not come about through any conscious 
effort to downgrade the animator or to limit his influ- 
ence, To Peterson, the explanation was simple: "Two 
factors tended to bring about the isolation of the ani- 
mator. One was the complexity of the animation pro- 
duction which led to a business of specialists [in 
creating new visual images on the screen], and the 
other was that the studio was expanding so fast.” 

By 1939 this expansion had forced some units to 
work miles away in buildings that could be leased in 
Hollywood. The whole Bambi unit was in a complex 
that once had housed another cartoon studio: one group 
worked in office space above the Ontra Cafeteria near 
Hollywood and Vine. At a time when we needed the 
stimulation of our friends, we were farther apart. 


The moving of these units to other quarters did noth- 
ing to relieve the congestion in the main building where 
all of us were squashed together worse than ever. And 
having so many separate units working so far apart 
stretched the production procedures to the snapping 
point. The principle of squash and stretch that had 
built the studio was beginning to have a new meaning. 

But soon we would leave the jumble of buildings on 
Hyperion Avenue, so full of memories, successes, fail 
ures, discoveries. We were sentimentally attached to 
those structures that contained so much magic, the 
rooms that had seen so many ideas develop, the build- 
ings where so many of us took our first eager steps. 
Still, we were anxious to be rid of the annoyances and 
excited about all being back together again under one 
roof. In 1939 the move began to the glorious new 
studio out in Burbank. There, the explosion that had 
begun on Hyperion would be contained. 


ber of employees increased, Walt had less 
personal contact that had been so impor- 
guidance and stimulation of his creative 
His time was concentrated on new ideas, 
ire, needed innovations, and planning for 
The art classroom had been converted to a 
ier projection room known as Sweathox 4, 
‘many hours there, leaving the routine 
the pictures to his supervisors and directors 
‘and productions. 
of having the stimulating sessions with Walt 
meetings or sweatboxes, the animators 
ting everything secondhand, if at all. 
as and Milt Kahl started to improvise a 
began, "Oh, Miltie-pie,” (the friendly 
rd on Milt years earlier because of his 
sonality). “If 1 should die, please bury 
4. Although I'm dead, I'll hear what's 
ng there beneath the floor. 
specific annoyances could be incorpo- 
D verse and melody, everyone moved to the 
io in Burbank. Here, the elite meetings were 
the sweatboxes, but in one of two identical 
rooms called 3C-11 and 3C-12! with the 
the more important because it was right 
Walt's office. Now there was more than a 
separating the animators from the knowl- 
at Walt was expecting. There were two 


floors of magnificent building between them. Quickly 


the song recorded their problems. 


Oh. Miltie-pie, if 1 should die, 
Please bury me in 3C-12. 


Then I'll know why, but never cry, 
About the pictures that they shelve. 


I'll gaze upon, what's going on, 
And get it straight from Walt— 


And then I'll see who's blaming me, 
When it is not my fault! 


I'l get firsthand, the things they've planned 
‘That animators never know. 


See color shots, hear story plots, 
Gee, 1 can hardly wait to go 


Yes, I like Forest Lawn, but when I'm gone, 
You know where I'd rather be. . 


I don't mean heaven, or 3C-11, 
It’s 3C-12 for me. 


The well-known phrase of resignation, "You can't 
win!" was just coming into popularity. One effects 
animator shook his head and added a second thought, 
“Is not only that you can't win—you can't even get 


out of the game." * 1] 


. Burbank and The Nine Old Men 


"know, the only way I've found to make these pictures is with animators— 
(can't seem to do it with accountants and bookkeepers." Walt Disney 


isolation of the animator did not end with the 
preto Burbank, but it was the turning point. Except 
one final picture, Sleeping Beauty, where color 
Eyvind Earle had a last magnificent fling, there 
0 special new breakthroughs by any of the 
arting functions. The war and economic factors 
ii forced a cutback, and the day of the specialist was 
ver, With a smaller staff, team effort was stressed to 

greater degree, and Walt began to rely more 
[more on animation to carry the films. The first 

of the animators’ breaking out of their isola- 
as the creation of the Animation Board, which 
been established as early as 1940 to help with the 
iment of the animation department. Its mem- 


determining what an animator should be and how 
d be used most effectively. The personnel of 
ording to the problems being 
sidered, but by 1950 the board had settled down to 
ent group of nine supervising animators. 
These key creators had an importance beyond their 
‘on the board and influenced the way pictures 
eloped and the type of entertainment that was done. 
Migh the supervising animators were still in their 
lites, Walt joked about their responsibilities and 


their wisdom and affectionately referred to them ashi 
“Nine Old Men,” after the nine justices of the Suprem 
Court. The board consisted of Les Clark, Wod 
Reitherman, Eric Larson, Ward Kimball, Milt 
John Lounsbery, Marc Davis,” and, the authors of thi 
book, Frank Thomas and Ollie Johnston. We n 
thought of ourselves as some elite group, and the onl 
time it even crossed our minds was when Walt 
kidding remark about his Nine Old Men being over i 
hill, or getting too decrepit to work, or losing all 
old zip. 

In later years, after Walt died, the press picked y 
this group's colorful title and used it as a glamor 
way of linking these animators to him. The 
publicists kept it alive as symbolic of the old gua 
that had survived from the early days of animati 
but their only requests of us were to pose for pictures 
and that happened only twice in twenty years." 

Under this leadership, a new and very signifi 
method of casting the animators evolved: an ani 
was to animate all the characters in his scene. In i 
first features, a different animator had handled cad 
character. Under that system, even with everyone co 
erating, the possibilities of getting maximum entertain 
‘ment out of a scene were remote at best. ‘The first 
to animate on the scene usually had the lead ch 
and the second animator often had to animate to som 
thing he could not feel or quite understand. Of nea 
sity, the director was the arbitrator, but certain ofhi 
decisions and compromises were sure to make the jl 
more difficult for at least one of the animators. 

The new casting overcame many problems and, ma 
important, produced a major advancement in cart 
entertainment: the character relationship, With 
man now animating every character in his scene, i 
could feel all the vibrations and subtle nuances betwe 
his characters. No longer restricted by what someo 
else did, he was free to try out his own ideas of ho 
his characters felt about each other. Animators becam 
more observant of human behavior and built on rel 
tionships they saw around them every day. 

The Supervising Animator was given the flexibili 
of making changes and improvements after the scen 
was on his board. Changes that come after the anim 
tor has had a chance to live with his scene are often th 
ones that make characters really come to life. 

(Continued on page 16 


artist: Ward Kimball. 


Ward Kimball seldom let 
his pencil rest: imaginative 
doodles done during an 
Animation Board meeting, 
circa 1957. 


Mie second, and final, photo of the Nine Old Men. Front row, Woolie Key personnel occasionally had to become actors in studio | 

Betterman, Les Clark, Ward Kimball, and John Lounsbery. Rear, Milt Kahl, Marc Davis, Frank Thomas, Walt, and Wilfred Jackson 3 

Mahl, Marc Davis, Frank Thomas. Eric Larson, and Ollie Johnston. Johnston's drawing during the making of a TV show promotin 
Beauty 


old casting method, it is 
doubtful this type of action 
could have been brought off 


much of the sequence under his control, the Supervising 
Animator can plan a more effective way of using the 
animation to put over the story points, by changing 
footages, shifting scenes, calling for long shots, close 
ups. expressions, actions—anything that makes a 
stronger statement and richer characterization 

One of the first examples of this was the sequence 
of Bambi and Thumper on ice. The concept of an 
animator taking an idea like this and developing it into 
a sequence really sprang from the “milking” of a 
situation in the earlier shorts to get everything out of 
it, Norm Ferguson's Pluto and the flypaper and Pluto 
on ice were two of the earliest and most outstanding 
pieces of entertainment built by an animator. Fred 
Spencer was successful with this type of improvisation 
on Donald in Moving Day. But the Bambi and ‘Thumper 
sequence had something that the Pluto and Donald 
sections did not have. That was a character relation- 
ship with strong beginnings in the story department, 
where it was worked out by a man who had a feeling 
for animation.* With this as a springboard, the anima- 
tor continued developing this relationship, which only 
could have been done by one person handling both 
characters and completely controlling every single bit 
of action, timing, and cutting. Just how much we were 
really aware of the value of this type of casting then is 
hard to say. 

Several years later, for whatever reasons, the mold 
was further broken on the three Uncle Remus sections 
of Song of the South, where all the supervising ani 
mators handled footage in large blocks. Bill Peet's 
great story work seemed to lend itself to this type of 
casting. He had developed entertaining situations with 


strong character delineation, and the design of the 
acters inspired the animators to get a very loose 
dling in their work. But more important, Bill's business 
called for much personal contact between the bear, 
fox, and the rabbit. Also, his relationships dem: 
split-second reactions between characters that woul 
have been impossible to handle in co-animation. 


two or more characters—from the broadest to the m 
delicate. It involved expression scenes that often regi 


the characters, which as they became more subtle 
also more revealing. With money in shorter suppl, 
we cut out the frills and put our energies to work ina’ 
new direction, doing the most with what we had, ma 
ing up for what had been lost in one area by conca 
trating on outstanding characters in entertaining sit 
tions. It was a new dimension in animation and i 
key breakthrough in reaching the audience, 

Just as the concept of “life in a single drawing’ 
not been recognized as a dominant factor in animation 
that seemed to live, character relationship was 
understood as a major contribution for many y 
The Grasshopper and the Ants had brief moments à 
exciting relationships, and this could explain why 
was so successful, The seven dwarfs had strong 
tionships, but these existed more because of story thi 
animation. The animators at that point could not ha 
developed this by themselves 

“The Nine Old Men eventually were able to do 
because they incorporated all of their own experienc 
(along with what they had learned from the top ani 
tors) into this new way of working—not just g 
animation, not just good drawings that moved in 


aviator: Milt Kahl—The Jungle Book 


vay, not just drawings that were funny, but 
that moved the audience. As animation hi 
Culhane said, "Moving drawings became 
drawings!""* 
says the Nine Old Men continued to attack 
and meet the mounting challenges in 
Ichabod, with fear on his face, took the 
D up. that “Lounsbery's wolf in The Sword 
one, with its broad, comic, but terribly real 
on, and Milt's Shere Khan, a devastating cari- 
late George Sanders as a super stuffed- 
‘were examples of acting by cartoon animals 
Q's that are considerably advanced from the 
animals in animation's so-called Golden Age 
fad 40's." 
ously, animation was communicating with the 
better than it had before. More than acting, 
story, more than character by itself, some- 
happened that was allowing the animators to 
nselves more fully, and the viewers noticed. 
alts interest turned to other things, the creative 


ansamror- Frank Thomas— 
Adventures of Ichabod and 
Mr. Toad 


of the pictures shifted in favor of the anima- 
¿had seen what they could do with material he 
have okayed in earlier years—they made it 
ng just through their skillful handling. Be- 
ofthese skills, personality animation began to 
the story material. However, we still needed 


stories, and these could not have been created 


d input of ideas with their different perspec- 
ures were planned more with purely enter- 
Sequences—rich in personality and character 
se, in turn, helped the animator continually 

p his acting skills to higher levels. 
Culhane said that character relationships had 
and better. “In Robin Hood, there were 


d Sensaround.”** And Culhane added this in a 
| letter to the animator of these scenes: 


ally did feel hypnotized in my theatre seat. In 
felt the way that that long-ago radio producer 

üst have felt who auditioned Edgar Bergen and 
e McCarthy, and was disgusted with Bergen 
umbling over his lines until McCarthy snapped: 


let me have a look at that’ . . . and the pro- 
thrust the script into the dummy's inanimate 


Á of the Nine Old Men either had learned their art 
from the top animators of the thirties or been 
ongly influenced by their work. Les Clark had started 


artist: Ward Kimball. 


Ward takes a friendly jibe 
at his aging fellow anima- 
tors, Frank and Ollie, 


with Ub Iwerks back in 1927, and he studied contin- 
vously from then on. Eric Larson, Ward Kimball, and 
Milt Kahl had all learned under Ham Luske; Frank 
‘Thomas and Ollie Johnston had been with Fred Moore, 
but they were strongly influenced by Ham and Bill 
Tytla. Johnny Lounsbery trained under Norm Ferguson, 
Mare Davis under Grim Natwick, but both of them 
studied the work of all of the top men. Woolie Reither- 
man was probably influenced more by Fergy than any- 
one else. 

While no two of us were alike, we still had many 
traits in common. Foremost among these was the desire 
to put the finest possible entertainment on the screen, 
‘There were many arguments and disagreements among 
all of us on every conceivable issue. Still, no matter 
how exasperated we were with someone, it never 
entered our minds to question his motives. We knew 
that he wanted the picture to be just as good as wedid, 

For over twenty-five years this remarkable team 
worked together, dedicated to Walt and the medium 
and its constant improvement. Then Marc Davis was 
moved over to WED, our sister organization, to put 
his special abilities to work on the rides and shows for 
Disneyland, Woolie Reitherman began directing in 

11961, Eric Larson eventually took over the all-impor- 
tant training program (to insure that new talent would 
reach its potential quickly), and in the mid-seventies 
both Ward Kimball and Les Clark retired. 

In 1975, author John Canemaker paid tribute to the re- 
maining four animators of the original nine. “Thomas, 
Kahl, Johnston and Lounsbery are a tiny but dazzling 
repertory company of “actors with a pencil!'? With 
each new film, they change roles, but still retain their 


individual specialties, their star qualities, if you will." 

Johnny Lounsbery died suddenly in 1976; Milt re- 
tired in 1977; and, in January of 1978, we, Frank and 
Ollie, left the studio to write this book. A new era was 


Les Clark 


When Walt hired Les Clark in 1927, he said, "Well, 
you know this is only a temporary job, Les. 1 don't 
know what's going to happen." But as Les said, “So 
it lasted forty-eight years!” 

Les just kept going—and kept up! As Walt asked 
for the better drawing and greater refinements that left 
so many others behind, Les was able to adapt and 
continue in the front ranks of the animators, year after 
year. His drawings had appeal, were always gentle 
and warm and likeable, and his timing was always 
sensitive, He quietly went ahead perfecting what he 
did best, constantly at art class working hard to improve 
and to learn, There was much admiration for this quiet, 


beginning just as the one that had spanned nearly 
forty-five years of animation came to an end. Here is. 
a closer look at these men in the order of their arrival 
at the Disney Studios. 


thoughtful man, who came in with no art background 
yet through sheer determination and desire not only 
kept up but helped advance the art with his refine: 
ments of many fundamentals 

Walt was pleased with Les's Mickey in Fantasia's 
“Sorcerer's Apprentice” and especially liked his deli 
cate handling of the Sugar Plum Fairies in the "Nu 
cracker Suite." However, the latter were not person: 
alities but more like birds. Les said he had thought of 
hummingbirds, and this gave them a charm in timing 
as well as movement. 

Les was a Sequence Director on Sleeping Beauty, 
From there Walt moved him into direction on TY 
specials and educational films. Just as he did in his 
animation, "Les never settled for anything that was 
top quality—his work always had that fine fini 
One of his pictures, The Restless Sea, was a winner of 
many awards. He continued directing up until his 
retirement in 1976. He died on September 11, 1979, 


Les Clark had a special 
feeling for the feminine 
quality in Minnie Mouse. 


olie Reitherman 


polie is the most physical of the group—with a com- 
10 stay young and to squeeze in everything 
is too late. 
Peterson, who was Woolie's assistant on the 
rs in Fantasia, says, "You know how Woolie 
¿He's gonna lick this if it's the last thing he ever 
The way Woolie is, he'll fight for entertain- 
e drawing problems he had on his stuff—but 
finally got it. Some of those papers, you know, 
n you'd go to clean them up, there was practically 
thing left of them. They were all crumpled like old 
ir bills—wrinkled and brown with different col- 
ils. Nothing was ever finished; as long as he 
ip it, there were going to be changes made 


Goofy that Woolie animated communicated with 
audience in a way that only Woolie could have 
t it-this was a new type of animation. His 

laging, texture, pacing, desire to do something 

nt, good gag sense, knowledge of whether it 

s entertaining (and the ability to think of something 

it was not), all carried over into his directing. 

Every story point, every scene, every line of dia- 

jue had to be thrashed over a hundred times in the 

for the essence of the material. Woolie would 

nly argue his point; then, often to encourage a 

y way of looking at something or to probe deeper, 

switch to a new position hoping to bring out 

ne fresh arguments. Always the search was for enter- 
ent and audience communication. 

Walt, he never seemed to run out of energy 


Figaro is one of the finest examples of pure 
ime ever done at the studio. The acting, texture 
ing, and inner feeling for the character were 
ble things to achieve without benefit of dia- 
His flying horses in Fantasia were graceful 
nt and convincing in action. He supervised the 


on the very difficult stag in Bambi and ani- 


and would still be going strong at five o'clock while 
the rest of us sat in exhausted admiration. He was the 


only director ever to handle a feature alone and per- 
haps was the only one with the strength and stamina to 
keep track of all the people and what they were doing 
and be able to pull all the pieces together in the last 
hectic months. 

His energy was boundless. As one animator said, 
“He doesn't even get jet lag.” 


mated most of the likable old owl. 

Because of his ability to handle every type of thing 
that could fly, Eric became known as a bird-man, He 
did everything from sincere birds who helped Cinderella 
make her bed to the craziest of them all, the Aracuan 
bird. In the Aracuan, Eric displayed a remarkable feel- 
ing for an imaginative character not based on an anthro- 


pomorphic concept. And one might add that there was 
never anything in Eric's very dignified outward behav- 
ior to indicate that this strange incongruity could take 
place 

His quiet, mature judgment was respected even when 
he was young. Whenever a special committee was 
being selected, it was always Eric and somebody else. 
‘And when a serious conflict or disagreement arose in 
any large meeting, it was Eric who seemed to be able 
to soothe everyone with his “pour-oil-on-troubled- 
water speech,” as Ward Kimball called it. 

It was sometimes difficult to see how Eric ever got 
any work done. He had the largest crews of any of the 
top men, and there was always someone in his room 
with a problem, often nothing to do with production. 
Eric was always patiently listening, occasionally coun- 
seling, but somehow, in spite of all this, he was one of 
the best footage men in the studio. When and how he 
did it no one ever figured out. And to top it all, he was 
able to get footage out of most of his crew. At this 
writing, Eric is still in charge of the training program 
for the new talent coming into animation. Age has not 
diminished his empathy with young people. 


Ward Kimball 


Not all nine of the supervising animators were inter- 
ested in personality animation and character relation- 
ships, To Ward Kimball fell the mantle of true icono- 
clast of the group. He had tried and done successful 
personality animation on Jiminy Cricket, but soon 
found this style too limiting for his particular talents. 
He felt the proper use of animation for him lay further 
away from live action. 

His conception and execution of the long song 
sequence in The Three Caballeros is a classic in the 
unrestricted use of the medium. The song was four 
minutes long with little or no business, and, after 
listening to it for a week, Ward says, “I decided to be 
optically literal, What you hear is what you see. When 
they say they have serapes—the serapes appear. And 
when the characters went out on the right—they'd 
come in on the left; they'd go out on the left, and 
they'd come in from the top. It was optically abstract.” 


Eric Larson 


Ward Kimball 


d's approach to this was a new type of entertain- 
really too unique to pass on. 
was an excellent draftsman, with the rare ability 
e funny drawings equally as well as serious 
He had a better design sense than most and 
‘of imaginative ways of doing things. He never 
J what was expected, and to the consternation of at 
‘one director never did the assignment the way it 
| handed out. His staging was tops, his timing 
and he could show what was funny about a 
He had a knack for picking out the special, 


Us great strength lay in his drawing ability and his 
tion that animation drawings were really two- 
sional and should work in that plane—clear, 
mpl, easy to read and understand. As one of four 

lors to work on the character of Pinocchio, he 
n the assignment of animating Pinocchio as a 
py because of his careful drawing. 


, leading to repeated casting on human charac- 
His Sir Ector and Kay in The Sword in the Stone 
the best human figures ever done at the studio, 


were done without benefit of live action or 


little-noticed traits in almost everyone around him, 
and from then on that person would have a label on 
him. He was an excellent mime and could either act 
out these traits or incorporate them into one of his 
sharp caricatures. 

‘Typical of Ward, he was also creative in his approach 
to teaching life drawing. He used the innovative idea 
of the **model in movement” to make his class more 
aware of the principles of animation, which encour- 
aged the young students to think in terms of rhythm 
and action in their drawings. 


the support of reference material. Though Milt actu- 
ally preferred broad characters, he took great pride in 
doing assignments that were tough to draw. His unique 
sense of character design dominated the features for 
over thirty years, but it was so personal that it was 
often difficult for others to follow. He would deny 
this, saying, “Anyone who can draw, can follow it." 
What he really meant was, “Anyone who can draw 
like me can do this. . . ." He had remarkable powers 
to visualize, and as someone said, ‘Once he gets clear 
in his mind what he’s going to do, it’s as good as on 
the paper." 


‘He was honest to the point of bluntness. Unlike 
py irascible temperaments who have filled the halls 

fory, Milt had a very sweet helpful side, when he 
He gave unstintingly of his time and talent 
mit was to help the picture and almost as often to 
fellow artist who had a problem. However, he 
ed anyone coming for help to have worked hard 
tried everything—to have done his best before 


i's farewell animation was his brilliantly done 
in The Rescuers. This time Milt had a charac- 


tribute: "The younger generation studies the 
ne in which Mme. Medusa takes off her makeup 
file plotting child abuse. The way that Milt Kahl 
gents Geraldine Page's fruity, cruel voice by mak- 
her tug extra hard at her false eyelash until her 
tid snaps back like a rubber band is like a drawing 
Daumier's "Sketches of Expression’ series . . 
ikin movement!" '? 


Thomas 


ing in Millimeter magazine, John Canemaker paid 
tribute to Frank: “He has been ‘sincerely’ affect- 
s for forty years; he has made them laugh 
Mery, hate and fear, using basically a pencil he has 
sged with intelligence and humanity, tons of paper, 
the “persistence of vision’.”*!? 

job was too painstaking, no research too time- 
lo lay the groundwork for a Thomas se- 
pe. Each possibility had to be explored endlessly 
nd every last ounce of entertainment. His powers 
observation and his acute memory for things he had 
and studied over the years gave him a vast reser- 
‘ofexperience as he prepared his scenes for anima- 


analysis went past Ham Luske’s rules. Through 
Powers he was able to portray complicated ac- 
Is, attitudes, and acting. His great feel for charac- 
g, and entertainment can be seen in the many 
Sequences he "'acted"" in. The most famous 
nol necessarily the most difficult scene, the dwarfs 
fing around Snow White's bier, is said to have 


extended the emotional range of our cartoons. 

To have worked under Frank was to have been 
subjected to the most rigorous training imaginable. As 
one young animator said, “It is impossible to please 
that guy. He's never satisfied.” The solution was not 
to try to master Frank's extremely complex acting pat- 
terns, but to study his approach to entertainment and 
his use of the fundamentals of animation. Frank’s stag- 
ing and his use of squash and stretch and the strong 
changes in body shape that gave so much life to his 
work were tangible things that have helped many young 
animators. 

Walt cast him with Milt Kahl repeatedly because of 


Ollie Johnston 


Like most of the group, Ollie was at his best when 
leading off on a character, particularly if the story and 
the characters were at a stage where they were still 
flexible. He was often the first to perceive that a char- 
acter or a story point was not developing the right way 


Frank's knowledge of what the character should de 
and Milt’s ability to draw it. 

Like the rest of the fellows, Frank gave time to help 
others. His advice was sought on music, layout, back“ 
ground, and story as well as the animation. On thel 
few features, Frank would spend anywhere from sit 
months to a year helping develop the story structure 
and situations, sharpening up and defining the charac 
ters and their dialogue—and then he would animate on 
those same sequences with a fresh eye. 

Frank is a modest man, “frank” in his honesty 
penetrating in his criticism, but always tempering i 
with humor. 


and would work tirelessly to correct it. He had a visi 
of what it ought to be and was dedicated to seeing it 
‘come out that way. Through early experimental an 
mation, he was able to show the potential for ent 
tainment in the characters that would then be developed 
in future story situations. In doing this type of devel 
‘opment he combined the appeal he had learned from 
Fred Moore with the sensitivity he had for the emo 
tions of how the characters felt. 

Colleagues agreed that Ollie carried acting and th 
feeling of the characters to the highest point. He hada 
sensitivity for good picture, imaginative layout, whit 
the character should be doing, and how to arrange i 
scenes for the best effect. His knowledge of what 
needed in a voice made him valuable in dealing wit 
difficult decisions of whether the vocal talent was gi 
ing the animator the performance he must have (0 
make the character think and act 

In an interview Ollie said, “I talk a lot about any 
scene Im gonna animate and get the best ideas I c 
and when I'm convinced I have the best way, then 
put everything I have into executing it. But just beca 
I have a good plan doesn't make it easy. Animation is 
inherently open to mistakes, and I could know exactly 
what I want to do and still have trouble. And I'd say lo 
myself, "Whatever made me think this scene would be 
easy? or, ‘I thought I promised myself last week I'd 
never make that same damn mistake again." 


In spite of the usual problems, his footage output 
¡vas always the highest on the picture, and the fact that 
he never looked upon animation as being easy helped 
Tim to emphathize with the young ani 
lanis working with him. He knew that their problems 
required guidance and patience 
provided, 


ators and assis- 


and this he willi 


The Jungle Book 


His drawings of Mr. Smee from Peter Pan turned 
out to be a near self-portrait. Of course, this is not 
mimator is really feeling the 
A young art student visiting during the 
production of The Rescuers glanced at the cat on Ollie's 
board—then at Ollie—and said, “You look just like 
Rufus. Why you even wear glasses just like he does!” 


uncommon when the 
expressions. 


Johnny Lounsbery 


As is often the case, the pupil surpassed the master. 
Norm Ferguson had instructed well but Johnny had 
gone beyond what the legendary master had been able 
to do, His better drawing and bigger concept, not lim- 
ited by old vaudeville acts, brought the bold, crude 
approach to new heights, using more refinement, more 
dramatic angles, more interest, and all without losing 
the main idea. His simple staging, appealing charac- 
ters, good taste, strong squash and stretch, and con- 
trolled anticipations and follow through made a big 
bold statement, but they never lost believability. Hardly 
subtle, his characters were always fun to watch. 

He was good at working with the young animators 
and did pose drawings that were an inspiring spring- 
board to get anyone started, As a draftsman he was 
ideal for animation. His drawings were simple and 
loose and full of energy. They had volume and that 
elusive quality of life. He had some of Ham's ability 
always to find the way to go further in strengthening 
his poses 

Johnny's favorite of the characters he animated was 
Ben Ali, the alligator in “Dance of the Hours” from 
Fantasia, where he captured a cocky, spirited walk 
and attitude—one that was particularly unusual since 
it all had to fit the tempo and the accents of the 
prescored track. This work was a great influence on 
the other animators doing this section, many of them 
animating for the first time. He had an especially good 
way of working to live action, being able to adopt 


Marc Davis 


Mare Davis is an example of a talent being shifted to 
where it is most needed. This happened to many of the 
men since no one had been trained for the jobs that 
were being developed at Disney's. Several men actu- 
ally created their jobs by doing something particularly 
well—and that is how we got the great results. 

From careful cleanup on the delicate drawings of 
Snow White, Marc moved to story sketch and charac- 
ter design on Bambi because of his ability to draw 
animals. After doing outstanding work in these areas 


John Lounsbery 


some of its subtleties without losing the strength 
broad cartoon action. 

Johnny tended to be an introvert, but asserted him 
self on key decisions, He had his own special way of 
looking at things, and no matter how bad they were he 
always had some funny observation to lighten the siti 
ation, At the time of his death, Johnny was directing 
sequences on The Rescuers. 


he was given his first chance at animation on the d 
acters of Flower and his girl friend. After Bambi, the 
very versatile Marc returned to the story department 
where he designed the Eagle and Octopus section of 
Victory Through Air Power for Bill Tytla to animat 
Due to some careless oversight, he never received 
story credit on either Bambi or Victory Through Af 
Power. 
In an interview, Marc expressed this philosophy 

“To be an animator, you have to have a sense of 


a feeling for acting; you have to be a story- 

7^ In his own work Marc also added these 

tes: more appealing attitudes, better drawing, and 

I convincing movement that came with this drawing 

bility. He saw a unified relationship of all parts of a 

ter and on the flamboyant Cruella deVil made 

fof everything from her bony elbows to her posturing 
her erratic movements. 

Qn Marc's Maleficent, he showed a flair for the 

matic based more on powerful shapes in his design 


d the value of props such as the raven and 
Maff and made sure they were part of the overall 
Marc is a very gentle person, but with strong con- 
iously!*He has a special 
of humor that usually has some unexpected twist 
it He is a very successful teacher, specializing in 
draving for animation. His main courses were given 
ight school at Chouinard's, and many of his stu- 

is later followed him to Disney's. 


Refining Techniques 


Under the leadership of the Nine Old Men, the 
original animation principles were refined, per- 
fected, and extended. By 1960, the characters’ 
actions had become so sophisticated it was al- 
most impossible to isolate the elements making 
them work. Squash and stretch, follow through, 
secondary actions, all were so subtle and inter- 
related that only the entertainment in the scene 
was obvious 


antaro: Frank Thomas— 
Bambi. 


Overlapping action became 
more than just a way 10 
avoid stiff action when 
Thumper tried to teach the 
young Bambi to say 
“Bird” 


animator: Milt Kahl— 
Pinocchio, 


Pinocchio is near panic as 
he begins 10 turn into a 
donkey. A lesser animator 
‘might have made the reac- 
tions so violent and active 
that the drama of the scene 
‘actually would have been 
lost. Do not confuse action 
with acting. 


ANIMATOR: Eric Larson— 
Bambi 


In this quiet scene, the old 
owl advises some young 
birds visiting the new baby 
deer that it is time to go. 
The situation required a 
restrained move, but one 
with clear definition. Do 
mot confuse subtlety with 
vagueness. 
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ANIMATOR: Ollie Johnston— 
Adventures of Mr. Toad, 


Some animators have 
claimed, “Each drawing 
isn't important, it's the 
movement.” However, for 
clear staging and clarity of 
action, every drawing in 
the scene must show the 
attitude and the acting. 
This scene had good texture 
in the timing, contrasting 
the measured, precise steps 
at the start with the unex- 
pected whirl and accusing 
point at the end. 


ANiMATOR: Frank Thomas— 
Sword in the Stone. 


The mad Madam Mim was 
a contrast of wild actions 
and restraint, with unex- 
pected outbursts accenting 
her overall timing. Walt 
had cautioned his anima 

tors, “Don't be broad 
when there is no reason,” 

but this was the perfect 
place for startling activity 


AvimaTOR- Milt Kahl—Robin 
Hood. 


Jt was important that the > 
‘audience see the Sheriff of 
Nottingham put this coin in 
his purse at the same time 
he delivered a line of dia- 
logue. Flipping the coin in 
the air attracts the eye to 
the action and shaki 
purse with the coin inside 
enriches the Sheriff s per- 
sonality. A fine bit of stag- 
ing and an example of 
keeping the action clear. 


^ 
ANIMATOR: Frank Thomas— 
The Laughing Gaucho. 


This little gaucho had a 
laugh that shattered glass 
until his voice changed. His 
desperate attempt to pro- 
duce his former laugh de- 
manded repeated changes 
in all the shapes in his face 
and body. 


wimaror: Glen Keane 
The Fox and the Hound, 


5len carried this feeling 
wer into his animation, 
etaining the great scale 
vhile adding the excitement 
hat comes from movement. 
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arrisr: Glen Keane 


Forty years later the prin 
ciples of communicating 
through drawings is car 

ried on by new animators 

These story sketches for 
The Fox and the Hound 
have strength and dramatic 
impact in the design. Plac 

ing the bear high on the 
screen makes him look big 
and powerful. 


annist. Milt Kahl. 


We had been taught always 
10 look for things live- 
action people wish they 
could do, but too often the 
story material demanded 
careful drawing and sub- 
dued action. Then story: 
‘man Bill Peet gave us the 
wizard's duel in Sword in 
the Stone, a perfect use 
of animation, maintaining 
personalities through a 
‘surprising change in forms 
and exciting action. 


Our Procedures 


ideal set-up would be the storyman, the director, and the layout man, as well as the musician, operating 
‘srt of story unit. They all should be keenly interested in the picture. No one person should dominate 10 
tent where he would keep the others from entering into the production and freely expressing themselves." 

Walt Disney 


jte of constant efforts and persistent claims, Walt 
erdid build an organization in the strictest sense of 
word. What he built was a loosely unified group of 
people with particular abilities who could work 

in continually changing patterns. They did 

ih a minimum of command and a maximum of 

| What Walt wanted was the greatest creative 

not the most efficient operation, There were 
and departments and job classifications without 


ved only a day, as some other idea was embraced 
the process of endless growth. The slang of the day 


had characterized the ideal hero with glowing, flaxen 
locks as “The Fair-Haired Boy,” and at Disney's that 
role was apt to be so transient that the “fair hair” was 
assumed to be an easily transferred wig. The employee 
wanting an update on developments in his projects 
would ask, as he arrived for work in the morning, 
"Who's got the wig today?" 

This method worked because Walt was the boss—not 
just because it was his studio or that he had the author- 
ity to get what he wanted, but because his ideas were 
the best. Many times we could not understand what it 
was he wanted, but never did we lose confidence in 
him or his ability. We could question his judgment, or 
his emphasis, or the way he went about achieving a 
result, but it was with the knowledge that Walt's way 


always was a very good way. Usually each of us felt, 

“Why didn’t I think of that?” but every so often we 
secretly would feel, "My way is better!” and occa- 
sionally it would suddenly seem so to Walt, too. He 
relied heavily on his staff to feed in creative ideas. 

In understanding Walt's methods, it is important to 
realize that he was not in the animation business to 
make money. As he said, **Money—or rather the lack 
of it to carry out my ideas—may worry me, but it does 
not excite me. Ideas excite me." He was more like a 
man with a hobby than one with a commercial enter- 
prise. He was doing what he wanted to do and hoped 
that others would share his curiosity and excitement 
about the potential in what they were doing. He put all 
the money gained back into the next picture because 
that was where the fun was, and he certainly never 
reached a point where he did not know what to try 
next 

He did not dream a big, overall dream; he made it 
up as he went along. Each thing he did suggested 
something else, something new, something that had 
never been tried, something an audience might want to 
see, He realized that he could not explore these areas 
without better talent around him, so he was always 
adding to the staff. “Never mind the classification, 
just get that guy in here.” Talent, ability, new ideas 
Were the important matters. 

His amazing faculty for casting his men on assign- 
ments that would bring out unexpected talents extended 
down to the least employee, When Dave Hand was 
production supervisor he saw this happen over and 
over: 


| think Walt had an uncanny way of finding just the 
right place for a “Iost soul." Admittedly, because 
money had no relationship to his finding the right 
job for the right man, he would direct the movement 
of the creative talent . . . from one place to another. 
In my position, I was ready to give up on some little 
guy and would so express myself to Walt. Many 
times he would say to me, “No, Dave, let's move 
him over to this spot in this department. Maybe 
he'll work out there." And even at times, if the 
"lost soul" didn't make it in that department, Walt 
wouldn't give up on him; we would have to try yet 
another spot. To my amazement, some of these “lost 


souls" became valuable contributors towards our. 
production progress. And most others would find a 
niche that satisfied the studio and them. 


Possibly the most elusive part of this casting, and 
the part that Dave considers to be of the "utm 
importance," was the building of the material from 
the first days in story toward the men who were going 
to handle it. The story crew was selected for the inter- 
est they might have in a type of story situation, and, 
very soon afterward, as the entertainment values we 
emerging, the director would be selected. The storymen 
knew this director's talents and automatically started 
shaping their business along his lines, At the same 
time, the men who eventually would animate this film 
were chosen, and everyone worked to provide the ty 
of material they did best. “Even in the story develop: 
ment period, the business being considered (perhaps 
unconsciously) is thought of relative to a certain ani- 
mator being able to handle it,” Dave said. “I bel 
it to be a most important part of having the picture 
come out with quality at the other end." 
This is obviously the opposite of approving a script, 
preparing the scenes, and then calling in any available 
animators to complete the work. It also pinpoints 
subtle working relationships that made an established: 
organization impossible. Any attempt at describing how 
the pictures were made has to be done in terms of the 
men who made them and how they felt about thei 
assignments. There were constant experiments in inno- 
vative procedures (some successful, some quickl 
discarded), but through it all there was a perpetual 
shifting of job responsibilities and opportunities, Mak- 
ing a film became a sequence of associations, with 
whole process kept extremely flexible until a good 
product actually had been assured. 
Of all the methods tried, we list here the most suc- 
cessful, and, in most cases, the ones that produced our 
greatest films. No two pictures were done exactly ali 
since Walt always searched for a still better way, but 
the procedures presented here show the way the best 
work was done at each stage. Perhaps it was an unusual 
way to make films, but it brought inspiration in 
conception, control in the production, and success at 
the box office. It took years to find these concepts, 
and few of them are quite what anyone would expect. 


The Team 


The basis of the Disney method of making a film 
always has been team effort, where constant discus- 
sion and daily arguments replace rigid procedures. Walt 
realized that each person connected with the film had 
to feel that what he did was the element that made it all 
work, This meant keeping everyone involved in the 
searching and the trying and the evaluating that went 
on through the whole production. Walt summed it up 
very simply, “Everyone has to contribute, or they 
become laborers.” 

Frank Lloyd Wright once was trying to pinpoint the 
blame for something he did not care for in one of our 
films, When we explained that we all shared in the 


responsibility since we worked so democratic: 
snorted, "Democracy! That's not democracy—that's 
MOB-ocracy!" It is true that many artists cannot adapt 
their talents to the group effort. Highly specialized 
ideas are nearly always beaten to the ground, with 
Preference given to more solid entertainment, since 
the base must be as broad as our audience. Personal 
preferences succumb to the majority rule, or the direc- 
tor, or the producer, but in the exchange of ideas there 
is a stimulation that no individual could generate in 
himself. Our procedures tried to make the best use of 
this collaboration by adding constant opportunities for 
l 


he 


it to flourish, 


aenist- Gustaf Tenggren—Pinocchio. 


arrisr: Kay Nielsen 
Night on Bald 
Mountain, " Fantasia. 


wnsr. Mary | 
“Johnny App 
Melody Time 


arrıst: John Hench— Ci 


wist: Eyvind Earle— Sleeping Beauty 


Mary Blair and Ken An 
190 derson discuss drawings 
they have done in relation 


10 the needs of the film. 


ARTIST: Mel S 
‘The Black € 


arrisr. Ken Anderson- 


Stylist The Rescuers 


JEich story seemed to call for something new in the 
Way ol style and design to match the mood of the mate. 
Il; so, before any actual story work was begun, Walt 
Would look for an artist of unique ability to make some 
ünwvings or paintings that would excite everybody 
Yom outside the studio he brought in top illustrators 
Io children's books, such as Kay Nielsen and Gustaf 
eiggren, to explore the visual possibilities of a sub- 
Det Within our own staff were highly talented stylists 
Hike Albert Hurter, Mary Blair, Don DaGradi, and 
Ken Anderson, who knew the production problems _Arrısr. Vance Gerry 
fin could suggest specific layouts or character sketches The Sword in the Stone. 
Wvell—to help get their ideas into the working ele- 
Jments of the picture. But more often, these stylists 
Mot supposed to concern themselves with the 

ils of making the picture. They were trying to 
leu way of visualizing the whole concept so that 
ld be attractive and fresh and establish an integrity 
Of design for both characters and locales. 
These "inspirational sketches" started the whole 
There is some- 
that has 
le—a make-believe place that would 
citing to be in. Like the Snow White setting—a 
ful world. The settings in Pinocchio—Geppetto’s 
Sop full ofall those dolls—the inside of the whale, or 


The stylists influenced the whole appearant 
ture, yet their work was never seen by the pub 
part ofa large group of artists who inspired, cra 
and suggested but did not make the actual 
paintings for the films. The design, color, m 
characters, and fantasy worlds all started in th 
sketches of this select group. 


il dif. 
y were as 
ame picture 
to find the 
sole for a 
For Bambi, 
red to cap: 
n of the deer 
d the poetry 
en's book 
ught a mag- 
ltradition to 


Pleasure Island—the locales inspire ideas for layouts 
and exciting scenes that you can't feel in the ordinary 
situations. It stimulates your imagination so that you 
think of more unusual ideas."*' No one had a chance to 
get bored or stale or feel he was just doing the same 
thing over and over. Everyone got a lift from having 
fresh talent continually suggest new concepts. 

There were times when the dramatic or charming 
styles suggested could not be maintained in the actual 


animation—to everyone's disappointment, Possibly we 
were just not good enough to convert the strong designs 
to our type of animation, but we felt that as long as we 
were achieving our audience identification through sin- 
cere, believable characters in real settings (no matter 
how fanciful), we had to keep certain fundamentals of 
animation, We experimented with other types of move- 
ment that might fit the suggestions of the stylist, but 
they always seemed to lack life. No matter what we 
tried, we were never able to adapt our techniques to 
the restrictions of an incompatible design 

We all loved the crisp, fresh drawings of Mary Blair; 
and, since she always worked in flat colors with inter- 
esting shapes, it seemed that her work could be ani- 
mated with wonderful results. Although we kept the 
colors, the relative shapes, and the proportions, once 
Mary's drawings began to move by the principles of 


animation that Walt had decreed they often lost the 
spirit of her design. It was no proble: 
drawings artistically, keeping exa 


to move the 
ictly her suggestions 

and some very interesting innovations came from 
those efforts—but as soon as it was necessary to tell a 
story with warmth and personality it all broke down 
We had proved in Fantasia that any shape could move 
in almost any manner to match the verve and excite: 


ment of a strong musical track—as in the stirring dances 
in “Nutcracker Suite" or the abstract designs of "Toc: 
cata and Fugue""—but this movement could only illus: 
trate a story concept; it could not sustain it. There is 
possibly a way to do both. We just never found it 
Ken Anderson felt the problem went deeper. "Mary's 
style . . . doesn't adapt that well 


When you made 
any adjustment at all, they were not Mary Blair's. 
But if you had movemes 


ind color against that back- 
ground, it's a good question as to whether it would 
have been as wonderful a thing to look at. " It may be 
that certain designs simply should be left in their static 
form, suggesting their own dynamics through their 
relationships. Animation has its own language, and it 
is preferable to develop its own elements rather than 
try to force it to duplicate or augment another art form, 
After all, animation is as much a separate medium as 
ceramics, carvings, tapestries, frescoes, or prints. 


ARTIST: Art Riley —Bambi 


fist Maurice Noble—Bambi Scene from the picture shows influence of the stylists. 


How The Storyman Works 


In The Fox and the Hound, the fox was raised on the farm but now has been turned loose in the woods. Seeing a beautiful vixen, he wants to get acquai 
At this point, he is more like a teenager than a real fox. The vixen is fishing by a stream, and he rushes over to help, without knowing anything a 
catching a fish. 


jerry explores the possibilities of the situation, trying many set-ups, Vance tries to find a continuity without dialogue that is entertaini 
¡ways of staging possible business, and alternate views. He wants to. for both characters. He keeps his drawings simple, looking for b 
girl attractive and the hero likeable, with both very interested in each ‘and ways to enhance the charm of the situation and the characı 


rawings that do not quite fit the storyman's current continuity are Vance presents his board to the Production Unit. Behind Vance is 
on a second board called the ‘goody board.” They will stimulate ideas son, then Woolie Reitherman, Larry Clemmons, and, in front, | 
ext meeting and may be used to pin up an alternate continuity It was always difficult to pin the sketches up in a straight line 
little of what Vance draws will be in the final film, but his early went up at the end, it was said that the storyman was an optimis 


tions will have influenced everyone who works on the sequence down, he was a pessimist 


Sof proven skill had been brought into the stu- 
were seldom given a chance to write. A 
d be used in the beginning to show sugges- 
1 might be done with the material, but 
the ideas were talked over, tossed around, 
death, changed, discarded, revamped, built 
ilked"" without a single word being put 
paper. Since animation is a visual medium, it 
I that the story ideas, the characters, the 
the continuity, and the relationships be pre- 
visual form rather than in words. So the 

d was invented. 
sketches to be pinned up were not the 
ity of proposed action but general illustrations 
groupings of characters, situations, loca- 
he first attempts to visualize this story. Grad- 
vs choices were made, more of a continuity was 
nd, eventually, sketches emerged that defined 
genes that might be on the screen. Through all 
, as ideas grew into something better or 


in sill drawings, sketches were pinned up and 
day after day. It is a very flexible way to 


gnment sounds deceptively simple. Find the 

ment values in the story situations, then pre- 

visually through the feelings of the person- 

ved, Until the spectator can see an incident 

a character's eyes, there is no life and very 

. So the discussions were not so much 

hat happens next?" as about character rela- 
and the funny things that people do. 


lo be considered a very serious business. A 
never accepted just because it was funny; it 
just right for that spot in the story and for 
lar character. One new man was stunned at 
story meeting. ""Everyone was so grim," he 


at seldom had a single storyman working alone, 
he felt that two or three men working together 
erate more ideas and give greater scope to 
Often it was a combination of a storyman 


and a story sketch man who sparked each other, either 
through stimulation or sheer irritation. When any- 
‘one was trying to prove that his idea was the very best 
possible, he would work harder to make it as interest- 
ing and definite and clear as he could. The storyman 
did the talking in the meetings, which gave him a 
definite advantage in presenting his own ideas; but the 
sketch man could control the appearance of the boards 
by staging rival suggestions less dazzlingly than his 
own. Usually some agreement could be reached before 
‘Walt came to see the boards, but often a certain testiness 
could be discerned as the storyman started his presen- 
tation with the offhand remark, “The sketches aren't 
very good, but, 

When the men in the story unit felt that they had 
something to show, they would call for a meeting. 
More often, Walt would barge in unannounced to see 
how things were going. Since he had a habit of prowl- 
ing through the rooms at night to see what ideas were 
being generated, this type of visit usually meant that 
he had seen the storyboards and wanted something 
different—though this was never mentioned. He would 
feign innocence with, "Whatcha got here, guys?” and 
the “guys”? would be caught so unprepared that they 
could respond with neither a hard sell nor an alibi. So 
they listened, and learned. As Dick Huemer said, 
“Walt was his own best storyman.”” 

If Walt felt that some solid ideas were beginning to 
show up, or that some fresh ideas were necded, he 
would call in other storymen to get reactions. For 
quite a period he had what he called his "shaping 
crew," who followed him from room to room giving 
their thoughts and suggestions. One disgruntled story: 
man who preferred to work completely alone com- 
plained about this “‘convention’* method of building a 
story, and top storyman Ted Sears summed up the 
situation best with this pungent remark, “There's noth- 
ing worse than someone who comes in with a fresh 
eye!” But out of this system came wonderful stories, 
filled with rich ideas that gave the animators the greatest 
help in the world. One of them commented in later 
years when he viewed an old film, ‘You get the feel- 
ing that every last frame of that thing has been worked 
over until it's perfect!” 


Walt wanted the whole staff 
to participate in the build- 
ing of each picture, and he 
encouraged everyone 10 
submit gags on the current 
story. Here are some of the 
suggestions turned in for 
the dwarfs in Snow White. 
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Story Sketch 


JA story sketch is not geography—it is not continuity 
ind itis not a diagram. Nor does it merely illustrate 
the dialogue for the sequence. Those are all the com- 
mon mistakes of the beginning story sketch man. The 
Story sketch should show character, attitude, feelings, 
ilertinment, expressions, type of action, as well as 
Telling the story of what's happening. When you look 
Ala board, it should reflect the feeling of the sequence 
W the viewer starts to pick up some excitement and 
simulation. ''* 

The story sketch is somewhat comparable to the 
New Yorker cartoon drawings of the thirties, when 
Harold Ross personally reviewed all the drawings 
Submitted. He was critical of the staging, the charac 
less, the whole idea; in fact, very little of the original 
Work ever pleased him, and he was especially upset if 
he could not figure out where he as the viewer was 
‘supposed to be while observing this situation.* Marc 
Davis used to give his art classes the assignment of 
ing lo improve on the staging of a New Yorker 


cartoon. He knew it would be almost impossible to do, 
and very soon his students realized this, too. 

A story sketch man at the studio was usually an 
artist who had a special interest in illustration, design, 
appearance, and character. His staging influenced the 
layouts that followed, his approach established a style 
for the picture, and his arrangement of the scenes and 
their storytelling value became a guide to the cutting 
and presentation of the ideas in their final form. 

Whereas the stylist had been asked to make beauti- 
ful drawings in full color with no restrictions other 


than the creation of an exciting illustration, the story 
sketch man was faced with the problem of making 
everything work and fit together and match the situa- 
tion on his storyboard. He tried to be flexible and keep 
an open mind, because he knew that in the story meet- 
ing his ideas would be only springboards to new and 
greater suggestions. 

It was difficult for the story sketch man to maintain 
a feeling of detachment at these sessions, since he 
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Suggestions for costumes by Tom Oreb, for Sleeping Beauty 


1, Captain Hook has captured Tinker Bell and is trying to make her divulge the 
Peter's secret hiding place. Pretending friendship, he plays on her jealousy of 
{finally wins her over. She marks the spot on the map 

radi explored camera angles, staging, acting, character development, locale, 
in these early sketches 


was the first one to put up a drawing with his heart in 
it. The artists who followed would be just as vulnera 
ble, but he was the lead-off man. Even though there 
were attempts to soften the blows ("We're not criti 
cizing you, it's just the idea we don't like!""), the fact 
remained that the sketch man had believed in the draw: 
ing when he made it. Because their contribution to 
whole picture was so great, only artists who drew with 
a special appeal or a sensitive style were put in stony 
sketch, and the very sensitivity that made them valle 
able was what made them so depressed when the stony 
board was changed. And it was always changed, Thal 
is the point of a storyboard. 
Occasionally a story sketch man would become too 
personally involved in his work and let his ego blind 
him to the needs of the overall story, There was atime 
when one such harried artist could not stand the treat- 
ment his lovely drawings were receiving. As a part 
lar favorite was being tentatively folded over, he cı 
out, “Walt, you can't do that! Not that one!!"" Wal 
did not respond directly but carefully and deliberate 


that sketch and the next three clear off the board, 
ng the corners where the pushpins had held them 
ive; then he released the tattered paper to let it 
elplessly to the floor. He seemed to be en- 
ed in the picture itself and totally unaware of 
he was doing to these ""masterpieces," but the 
10 the sketch man was unmistakable. No dia- 
lis needed if pantomime can tell it all. 
bb Smith was a great storyman who drew in the 
style and became not only one of the best 
but one of the most innovative pranksters. 
had been ridiculed by other storymen for a 
ticular drawing of a chicken on one of his story- 
s, and he felt that some form of retaliation was in 
minutes before his co-workers were to have 
int meeting with Walt, Webb slipped into 
and pinned the chicken sketch right in the 
ofa storyboard. The storyman usually tried to 
a fine pitch of enthusiasm as he told his story, 
g the boards with a pointer, talking fast, and 
as spontaneously as he could in hopes of 


selling Walt the ideas being presented. Totally unpre- 
pared for a chicken in the middle of his story, he was 
deep into the action as he approached the interloper: 
“Donald comes roaring around the corner, see, and he 
slips on this crazy old rug here, and then he crashes 
into this lamp, and he’s getting madder, and then this 
chicken comes and he — uh — he goes an’ — he 


‘comes — he comes in here an’ — well, anyway, 
Donald comes along here somewhere. . . ." The mood 
had been broken. 


Afterward the devastated storyman vowed revenge, 
but Webb had a way of protecting his own boards 
from intruders, so the sketch ended up on some totally 
innocent man's board just before his next meeting. 
From then on, year after year, the great apprehension 
of every storyman was that the famed chicken sketch 
would appear on his board in the final tense minutes 
before Walt came for a big meeting. The sketch became 
more crumpled and torn as it was grabbed violently 
time after time and thrown clear out of the room, but 
somehow it survived for years. 


Director 


There was a greater variety in “Music Room" proce: 
dure than in any other area, with Walt's leadership 
being the only constant factor. Walt worked best when 
he was uncluttered with details and able to let his 
imagination run free, so the director's job began with 
the process of picking up the pieces and trying to make 
them all fit together. Many different men were tried in 
this position, some coming from the ranks of the 
storymen who had a special sense of the whole pic- 
ture, and others from the animators who had a knack 
of working with younger artists. Layout men were 
tried, assistant directors, and even people who seemed 
to float between depar 
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lo call their home. Many of these choi 
only one picture. 
"Walt never wanted to be told that he could not do 
ething, especially if the reason was a technicality 
restriction of production. Still, he was realistic 
to know these annoyances had to be consid- 
d, so he put key men in the unenviable position of 
* when the ideas were becoming 
impractical. He could not tolerate a "yes man" at 
time, but he bristled when he received any nega- 
fesponse—it brought his creative drive to an imme- 


s survived 


"times the directors felt like little more than clerks, 


ng to put Walt’s ideas on the screen, while at other 
es they were expected to make sweeping decisions 
affected the whole studio. It depended upon where 


Walt’s interest lay. If something excited him, he would 
be deeply involved, telling everyone what to do; while 
if he were more interested in some other area, he left 
surprisingly big decisions to his directors, often by 
default. 

The most successful arrangement was the Produc- 
tion Unit, where responsibility was shared. The direc- 
tor made the decisions but w: led by his layout 
man, a couple of supervising animators, and possibly 
a story sketch man on loan to draw up the new 
changes. Just because the storyboards had been moved 
down to the Music Room did not mean that they had 
been approved entirely. Hopefully, the storyman still 
could be persuaded to join this crew in the process of 
refining and developing without feeling that all his 
careful work was being thrown out, 


Il wanted to “find” his characters before going 
d with other story sequences or even the experi- 
hal animation, so the production unit began search- 
for voices as one of its first assignments. By this 
ne, we all knew the type of character we wanted in 
story, but to find the precise voice that made him 
[right was always a very demanding process. For 
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Geppetto we had wanted a gruff, crotchety old man, 
who had a heart of gold but was accustomed to having 
his own way since he lived alone with only his pets 
and his dreams. On the storyboards this had seemed 
ideal. There was warmth revealed in his inner feelings 
and humor in his put-on crankiness. The perfect voice 
belonged to the character actor Spencer Charters, and 
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our first model drawings were influenced by his appear- 
ance. But, after nearly 100 feet of experimental ani- 
mation had been done, it became apparent that the 
hidden nuances that should have given the warmth 
were not as evident here as they might have been in 
live action, The character seemed abrasive and too 
strong in his manner, We had made a serious mistake 

With just one sequence in work and only the exper- 
imental animation involved, it was still possible to 
back up and start over. The search now was for a 
mellower man, more gullible, and with an old-world 
charm. These qualities were found in Christian Rub 
The character was redesigned, the dialogue changed 
to fit this new attitude, the sequence rebuilt around a 
different personality; eventually there emerged a lova- 
ble old woodcarver who was both memorable and 
believable. 

Fora long time Walt considered recording the voices. 
as part of the storyman's responsibilities, since he had 
been deeply involved in writing the dialogue and knew 
so well what the lines were supposed to do for the 
sequence. In the fifties, this idea was gradually aban- 
doned as more value was found in having the director 
and the animators on the recording stage. It is very 
important that the animators be able to “see” the atti- 
tudes and expressions when they close their eyes and 
listen to the voice. Too often great voices or great 
actors prove disappointing in this regard: 
matter of talent or experience. The quality of the voice 


itself either brings pictures to the animator's mind q 
does not. The animators were also found to be mot 
alert to the little sounds, the grunts, the sighs, 
vocal mannerisms that gave the specific touches 
needed to make the cartoon drawings live. Personali 
is revealed not so much in speeches as in mannerisms; 
and more entertaining characters are created with 
Tittle sounds rather than the actual dialogue: 

It was also discovered that many times the pe 
who had brought the sequence up to this point 
now drained of ideas; a fresh talent taking over 
working with the actors could adjust more readily 
the problems of the recording. If the voice every 
liked reflected a slightly different personality from! 
one planned, there had to be a shift in our thinking, 
was important that this new interpretation be evalua 
for what it offered, There often would be unexped 
entertainment potential in a voice or characterizali 
that a person with a preconception might miss. 
Peter Behn tested for the bunny that was later to 
‘Thumper, the reaction of the casting dir 
"Get that kid out of there—he can't act!” 1 
danger of one man trying to do it all himself. It is 
to become so determined to get what you think 


want that you lose sight of what you actually are beit 
offered 

The difficulty of making this kind of judgment i 
compounded by the “tin ear”? that everyone gets as 
listens to lines being said over and over. Soon 


performances all sound alike and no one can judge if 
they are what is wanted. Once again, the team effort 
Of sharing the responsibilities offered the best solu- 
tion. So the director of the sequence was asked to 
Dieet the recording session, with most of his unit 
round him making suggestions, listening, discussing, 
considering. The recording that was approved on that 
day would be around to haunt them all for years to 
fome—it was important that it be the best everyone 
mild do. 

Very seldom did the actors record all the lines with- 
Sil stopping; they took a page or two of the script at a 
Jine. This gave them a chance to listen to what they 
hid done and the director a chance to make sugges- 
Separate bits of recording of the same lines were 
and they were numbered and referred to as 
Take One" or "Take Two” (or occasionally even 
Take Fourteen’*) when selections were made later of 

ines done. This sometimes led to rather con- 
sing instructions to the assistant director: “There's a 
Take 3, so take Take 2 and cut off the 
hd, then take that third take and take it clear to the 
tni." 
Some actors worked well together, giving a natural, 
füversational quality and building the whole piece to 


a climax of feeling. Other actors became overstimulated 
and neglected subtleties of the character they were 
trying to portray. Usually nothing was lost in having 
actors record their lines separately, because a good 
coach could bring out refinements in a performance 
possibly missed in a group recording, Another advan- 
tage to separate recordings surfaced when either the 
animator or the director later decided to alter the amount 
of time between two lines—perhaps to change a char- 
acter's facial expression. If both voices had been re- 
corded on one track, with natural overlapping, it would 
have been impossible to open up the sound track 

We always tried to record only a portion of our 
dialogue in the first session. On the shorts it did not 
matter too greatly, since there was never much dia- 
logue in them anyway. However, on the features, our 
contracts usually called for five sessions over a period 
of at least two years, and occasionally we had prob- 
lems in finding the actors when needed again. (Phone 
calls to Europe, Japan, and New York were required 
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Sandy Duncan, voice of 
Vixie in The Fox and the 
Hound, with directors Art 
Stevens (left) and Ted 
Berman. 


one day to locate Peter Ustinov, who was working 
only a half-mile away at the NBC Studios in Burbank.) 
We needed time to develop our characters and build 
stories through their personalities. Jim Jordan, once 
famed as Fibber McGee, was hired to do the voice of 
our albatross in The Rescuers. He became alarmed 
when we outlined our extended timetable and snorted, 
“Huh! You better get me all at once! I’m seventy-six, 
y'know.” Years later he was still recording voices for 
us on other pictures. 

We learned to be very careful about choosing the 
voice of a fine performer if it did not sound entirely 
natural and casual. An outstanding stage voice, or 
even a straight voice, gave the animator very little 
visual help. Similarly, the phony voice or fabricated 
voice of the imitator proved to be a problem because it 
never had sincerity. In a parody or a satire the ““put- 
On" voice works well, but it fails to convince an 
audience where believability is required. The straight 
voice will keep the character dull, and the phony voice 
will lose the audience. 

A difficult moment comes when a top talent does 
not give a performance with either life or entertain- 
ment in the first session. Is this an off day? Is the 
material at fault? Should we look for someone else? 
We asked the very talented Sandy Duncan to do the 
voice for our lady fox in The Fox and the Hound 
because of her fresh, disarming manner and her ability 


10 give any line an unexpected charm, But though het 
performance was exceptional, the reading was disap- 
pointing, lacking the crispness and definition we had 
anticipated. Experience told us the trouble had to bein 
our script, and more work would be needed to give 
Miss Duncan a clear character and a stronger situi 
tion. We realized that we really did not know our ite 
fox as well as we thought we did 

Back at our desks, we looked for business that gave 
changes of attitude, something to bring out real con 
cern, a situation that would show Sandy’s cute, zany 
side, and make use of the wonderful warmth she could 
give to almost any material. We wrote and talked and 
rewrote, and when she came in again the script gave 
her the opportunities she needed. Her performance. 
surpassed our original hopes, giving the integrity, the 
surprises, the textures, the appeal that we needed 

This kind of building and adapting naturally made 
extensive changes in the storyboards, and the storyman 
was either enthusiastic about the great new possibilities 
that were now opening up, or he was slightly jaded 
about all his careful work being aborted. Since the 
new suggestions had come under the director's con- 
trol, it was only natural that he keep the boards and 
incorporate the new ideas. However, the changes were 
not always successful or easily made, leading one 
storyman to pin a large sign over his door that read, 
“It was funny when it left here!" 


istant Director 


ividual is neither an assistant nor a director. 
troubleshooter and record-keeper who has the 
ig order out of the sweeping criticisms and 
thoughts of the director and the production 
E works in areas where things constantly can go 
ng. Frames can become lost more easily than cat- 
the range, and, as with the stray dogie, a miss- 
frame must be found—which is incomprehensible 
ion editors, who measure their film in arm 

j, Every last frame of a cartoon must be con- 
d if there is to be any sync with the voices, the 
the sound effects, or even to match one track 


‘recording session, the assistant director takes 

ed lines and, with the cutter, splices them 

50 they will play like a radio script. Everyone 

criticizing the assistant for not leaving enough 

tin some places, putting in too much in others, 
ionally for having cut in the wrong "'take' 

else. When the track is approved, it is 

n up on grey sheets of paper marked with many 

‚eich one indicating a single frame of film on the 

he start and end of each take is noted as well as 

tion of the words within the take. Any change 

the tracks from then on will be made on these grey 

crossing out some frame lines, patching in oth- 

Tn this way, these “greys” become the living 

lof the picture, recording each shift, each change, 

ment, switch, addition—every whim of 

tor and animator. 

long, these greys will be so patched and 

ed that they are almost unintelligible, but records 

her type kept at the same time will take over. 

“bar sheets," they continue to be “the bible" 

he Music Room right on to the end of the project. 

thod of record-keeping for every piece of film, 


toon cutter has none of the latitude of his live- 
n counterpart to determine lengths of scenes or 
e which shots shall be used. His job is concerned, 
with keeping, marking, and storing all of the 


whether sound or picture, was developed in the first 
days of working with music and is more fully explained 
in the chapter on “The Disney Sounds," but it must 
be mentioned here in relation to the responsibilities of 
the assistant director. 

The bar sheets are a chart on paper of everything on 
the reels and on the greys. In a simple example, a take 
has been selected of Grumpy saying, **I don't know, 
but I'm agin "em." It runs 3 feet, 6 frames, and the 
voices of the other dwarfs have been cut into the reel 
in relation to that fooage. Now, the animator finds 
that the line lacks the emphasis he feels for that spot 
and prefers an alternate take, which had more vitality, 
‘The director agrees, so the line is replaced. But the 
new line is shorter, running only 2 feet, 14 frames. ` 
Eight frames must come out of all tracks for them to 
work with this new replacement, but it all can be done 
on the bar sheets first. 

As one well-trained assistant explained, “You do 
the cutting on paper, in effect, and if your bar sheets 
are accurate, the assistant director doesn’t have to spend 
time in the Cutting Room. The cutter just does what's 
on the bar shects!”** That is certainly the ideal situa- 
tion, but in actual experience it is seldom that easy, 
What works on paper may not sound right to the ear, 
and after trying a little change here and shifting one 
track to a new location and moving the music up 
earlier—somehow nothing may seem to fit together 
anymore. 

There is no more desolate feeling than being cooped 
up in the cutting room late at night with the film all 
‘over the floor, with nothing in sync anymore, no appar- 
ent way to get back into sync, and the “greys” not 
reflecting what is on the tracks. Somehow this usually 
‘occurs when there is a crucial meeting scheduled for 
first thing in the morning to look at the reels. 


film, and, second, with keeping the all-important sync, 
In order to have everything as flexible as possible 
while the animation is bringing out new ideas, the 
sound should be kept on separate tracks. Even the 


simplest film will have four tracks: two of dialogue, 
one of sound effects, and one of music 

“The cutter must list and save every take that has 
been made of each voice talent: the selected takes that 
were tried in the reels, the replacements and alternates 
that were considered, and, finally, all the thousands of 
tiny scraps that were extra sounds some animator liked 
but could not find any place to use. At the end of the 
picture, he will be searching desperately for many of 
these. The job seems more like that of a librarian than 
a film editor, especially if the assistant director has 
done his job well, but, actually, there is much crea- 
tivity and clear thinking demanded of the cutter. 


Character Model Department 


In the mid-thirties, no model sheet of the characters 
was official until it bore the seal, “OK, J.G.” Joe 
Grant, artist, writer, designer, and, at one time, pro- 
ducer, was the studio authority on the design and 
appearance of nearly everything that moved on the 
screen, and his taste and judgment were largely re- 
sponsible for the pleasing style that identified the 
Disney product during that period. He collected under 

s wing, in the Character Model Department, a strong 
group of very talented artists who made inspiring and 
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The whole unit may be eager to listen to a newly 
recorded track, but the laconic cutter makes everyone 
wait until he has scribed his takes and put every 
in order. In addition, he never uses his master track for 
anything. He works entirely with prints so that the 
director can try any ideas he wants without jeopardiz- 
ing the original. Cutters usually seem uncooperative 
since they are reluctant to take a chance just to hear 
how an idea will sound. A baleful eye greets the exu- 
berant animator who claims, **We can tell in a minute 
if it’s going to work and then we can put it right back 
the way it was!" Somehow, it never quite goes right 
back, and hours are spent trying to find out why 


stimulating sketches of all the new characters being 
considered. 

Joe's drawings were done predominantly in soft pas- 
tels, but his crew could handle every dramatic and 
flashy medium known to artists. This was always a 
source of annoyance, and envy, to the animators, who 
were restricted to line drawings and flat color. Joe 
seemed to have an endless supply of lovely sketches in 
his pockets, suggesting a nicer effect, a softer look, à 
more interesting shape, and Walt asked repeatedly, 
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“What ya got there, Joe?" Joe would casually reveal 
his little masterpiece, causing Walt to exclaim, “Yeah 
yeah! Look at this, guys, isn't that better? Why 
don't we draw it like that?" However, there was no 
way an animator could duplicate in line what had been 
captured with a slight smudge of chalk. Although 
stimulated by an improved appearance for the charac- 
ter, we were completely frustrated by the technique. 


The Character Model Department eventu: 
panded to include three sculptors who transl 
drawings into beautiful, little clay figures of ea 
acter. These were cast, and a limited number o! 
models, painted in the colors suggested by the 
Model girls," were distributed to the animators 
were no elusive smudges here but hard reality i 
and shapes magnificently done, and they were 
aid to the whole animation department, Unfort 
they were so good that Walt started giving son 
to VIP's as souvenirs, while others became per 
decorations in the offices of top personnel, 7 
had a way of disappearing, especially as we ne 
end of a picture 
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werisr- Joe Grant 


department was disbanded in the econo- 
es brought on by the second World War, and 


Story Reel 


¡boards must now be altered to match these 
ful sound tracks, so a recording is made that 
be played while the crew watches the storyman 
lo the familiar sketches. It is one thing to “tell” 
ard, making the parts spirited or peaceful by the 
of the voice combined with the tempo of the 
tation, but it is quite another to create any of 
while trying to keep up with a sound record- 
hat races through the slow parts and drags forever 
re it should be exciting. Obviously, something 
{be changed in both sound and picture. This is the 
of the continuing changes on the greys, and 
ire erased, patched, and revised as the tracks are 
d to match the new drawings that will condense 
actions and expand others. 

process is repeated until a rough approxima- 
achieved of the way the sequence eventually 
pear. Someday this film is going to be projected 
creen at 90 feet a minute, and the sooner we start 
it at that speed the better off we are. We can 
the individual drawings on the storyboard, let our 
linger over them, revel in the color and the details, 
tht is not the way the audience is going to see our 
ire. The he drawings will flash by much too quickly 


lly growing in the audience’s imagination is the 
nt one that demands all our attention, 

ge the tracks and the drawings seem to relate in a 
ble manner, the director “times out" his 
$o it can be put on film. With the greys on 
ie of him, the record player on the other, and the 
in front, he wrestles with the refinements, the 
s involved and the precise staging required. 
corrections are needed in the drawings, and 
process may take several days, but it is 
th every minute of the struggle. 

hen the director is through, the story sketches are 
ered, sent to camera to be exposed at the foot- 
‘marked on the greys, and, the next day, Presto!: 


it was never reorganized. Only one or two of the men 
ever returned to the studio, 


the director will see his whole sequence on film in 
running form. This is the Story Reel. It is a revelation; 
it is impressive—but it is also full of surprises; so 
more corrections are made. Since it is almost as easy 
10 change a sketch and reshoot it at a different footage 
as to change it on the storyboard, revisions can be 
quickly made and tested. A few pertinent sound effects 
are added to give a little zest, and some pieces of old 
music might be played alongside to suggest a mood, It 
is easy to experiment with the reels at this stage, mak- 
ing them twice as long, or shorter, bolder, gentler, 
more exciting—the picture must be allowed to grow 
into something better 

Adding the element of time to the story business 
always makes a startling difference. It is one of the 
most difficult shifts for a storyman to make, and often 
he cannot see why his approach was not better, It is 
true that certain types of gags are more suited to pre- 
sentation in a still drawing, but some situations that 
sounded very funny when told from the storyboard 
suddenly become very long and over-built, while 
others go racing past the spectators before they have a 
chance to grasp what is happening. The ideas must be 
converted so they will work on film and move the 
sequence closer to its final form, 

Everyone studies the completed reels. Does the 
sequence play the way it was originally planned? Does 
it develop naturally? Is it repetitious, does it just lie 
there, is it confusing? The layout man can see what 
areas are staging well the way they are and what parts 
need more development. He has found out where he 
must strengthen and where he can save himself need- 
less work. The animator can visualize his intended 
scenes not only in relation to the time allowed but to 
the other scenes in that section, and the storyman can 
see if his ideas are actually working in this visual form. 
It is only one step in the whole production procedure, 
but itis a vital one that will speed up all of the follow- 
ing functions as well as guide everyone toward a better 
picture. 
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Layout 


The layout man has the responsibility for the appear- 
ance of the picture, scene by scene, and as a total film. 
If a special style has been set for the production, he 
adapts this work to the bread-and-butter needs of the 
scenes. He works with the director on the staging and 
dramatization, building on the ideas of the story sketch 
man. He designs the backgrounds, suggests the pat- 
tern of action for the animator, indicates camera posi- 
tions for the most effective shot and the cutting that 
will tell the story in the most entertaining way. 

In live action films, this important cutting, or editing, 
as they prefer to call it, is done after the film has been 
shot. The arrangement of the pieces can give the pic- 
ture special meaning, excitement, suspense, purpose, 
or just as easily make it a dull conglomeration of 
tedious, endless scenes. The same potential exists in 
the animated film, but we must operate in reverse! We 


have to make our decisions when the film exists 
in our dreams. It is far easier when there are tangibl 
strips of film that can be spliced together and tested 
and judged. 

In theory, the layout man plans his sequence c 
fully in rough sketches, working back and forth to find 
the best way to solve all of the problems inherent i 
any film. Surprisingly, one of his biggest headaches i 
in keeping the directions clear and consistent as 
characters move across the screen or exchange | 
during dialogue. As long as the scenes were presented 
as seen by an audience watching a stage performance, 
there had been little problem, But once the ca 
moved among the actors and through the sets, it bec 
more difficult to keep the audience oriented. Since 
scenes were planned to stage the business rather th 
clarify the precise location of the characters, ther 


Rough layout drawing of 
Prince John's castle in 
Robin Hood, showing the 
geography, the character 
relationships, the design 
and the style of the picture 

All of the other scenes in 
this sequence will be based 
on this master drawing by 
Don Griffith 


The type of pictorial shot 
below it is more fun to do. 
There are no characters to 
worry about, just a good 
drawing with a strong 
‘mood to fit the situation 


Layout sketch with sug 
gested camera move, As 
‘Snow White gets to her feet 
the camera follows her up, 
losing the animals. Less t 
draw, less for the audience 
to watch 


Full-sized layout sketch 
with the figure in it will 
work as planned inthe Lay- 
out Book? The girl must 
run about to instruct the 
animals on what to clean, 
The length of the sound 
track did not allow for thi 
much movement; so, even 
tually, this action was don 
in a close-up 


Imaginative Staging Helps the Sequence 


Inthe final drawing, he not 
only turns away from the 
sound but covers his ears 


EXTREME ACTON © BEST ILLUSTRATED 
By MAMANS BACKGROUND ELEMENTS, 
AND ORER THINGS THAT WOULO DRAW 
ATTENTION ALA FROM THE ACTON, 


Bess FT 


Carson Van Osten of the 
Comic Strip Department 
prepared these sheets to 
explain the importance of 
staging to young artists. 


Were constant examples of someone apparently looking 
Way as he spoke to a companion who was not show- 
ing in the scene. Arguments raged and diagrams were 
produced to prove that a concept was correct: “The 
[camera is here. Mickey is here. And Donald is there! 
He has to look to his left to talk to Mickey!" But 
regardless of analysis, it never looked correct to the 
Viewers unless a clear direction from one side of the 
¡Screen to the other had been established. 

There is more fun in drawing up the big pictorial 
scenes that show the whole set-up and establish both 
ihe mood and the details of the locale. Often the pic 
{ures on the screen will tell as much about how some: 
fone feels as the acti 
Mood and the relationship of the character to his sur: 
Toundings. 

With the exception of the first four or five features, 
most of this procedure 
ihe layout man. The animators need work before there 
hasbeen time to plan anything, the 
ling to experi 
ibe director wants him to make some sketches to repair 
ihe story reels, and, somehow, the part he has been 
thinking about has been revised before he even had a 
Chance to put any thoughts down on paper. Some men 
fan adapt quickly to such changes, trying one idea 
fer another on the spot, but most need time to adjust 


g; it is a combination of the 


has remained only theory for 


kground painter 


¡ent with techniques and colors, 


sone remarked, “I can't do sketches on my lap like 


Ken Anderson. . . . I have to go back to my desk and 
think about it a little.” 

Here is a list of some of the things the layout spe- 
cialists think about, taken from the scraps of paper 
pinned to their desks. They come primarily from Ken 
O'Connor and Don Griffith, with a few from Ken 
Anderson, but much of the wisdom goes back to their 
teachers 


1. One quick look is all the audience gets—keep it 
simple, direct, like a poster; it must sell an idea. 
2. Fancy rendering at a later date cannot save a 
poor original conception. 

3. Always keep screen di This will 
be your biggest headache—don't overlook it 

4. Keep informed on: art in history- 
costumes, landscapes. 
5. Keep informed on: 


surfaces, composition 


tions clear. 
architecture, 
styles, mediums, textures, 


 drawin 
6. Keep informed on. 


technical inforn 
fects given by different lenses 


ion—ef 
ground glass, filters, 
gels. What the optical printer can do for you. 

7. Mood can be established by tim 
ment. 


ng and move 


jad or Quiet—long scenes with slow moves 
on pans, trucks, and chas 
Happy or Excited 


cters. 
short scenes, fast cuts, 
quicker moves on camera and characters. 
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Four Ways to Plan and Make the Layouts 


1. The Thoughtful Thumbnail 


Developed by Ken Anderson and Wilfred Jackson for 
The Song of the South. With their knowledge of stag- 
ing, layout, and visual communication, they worked 
from the storyboards in small thumbnail sketches, 
ing one way after another. When a continuity finally 
was found, the animators were called in to criticize 
and suggest still more ideas. With Ken's amazing abil- 
ity, sketches were made as fast as the men talked 
‘These became the basis for the final layouts, cutting, 
and staging, and showed the animator where his scene 
fit into the full continuity. 


2. Traditional 


More thought is put into visualizing the actual layout 
so that everyone will know exactly what is being 
planned and can judge if it will work properly. Changes 
still can be made, but they generally are confined to 
small things, such as extending the drawing so a slight 
pan move can be used, or moving a piece of furniture 
to make more room for the character in the scene. This 
method works best if the layout man has had enough 
time to plan the staging for the whole sequence 


3. The Multiple Choice 


Also contributed by Ken Anderson, the idea here is to 
stimulate everyone to the possibilities in a situation 
and a locale, giving the director, layout man, and 
animators a chance to choose the staging and layout 
each liked best. Ken inspired us with the possibilities 
in the visual presentation, going far beyond business 
and staging. 


4. Long Shot or Establishing Shot 


For The Fox and the Hound, Don Griffith established 
with this master shot the houses of the hunter and the 
widow, the distance between them, and the details in 
the terrain. For the whole picture, this layout then 
became the guide for all business in this area. 


A scene of a closer shot along the fence is planned, 
keeping all the spatial relationships established in the 
long shot. No matter what camera angle is chosen, 
everyone in the unit knows what should be shown in 
such a shot. 


xperimental Animation 


ith the voices recorded and the lead story sequence 
proved in the story reel, it becomes time to start the 
imental animation. The term is misleading in some 
. It means that-a supervising animator will now 
hese ingredients along with the suggestions for 
appearance of the main characters and, putting it 
together, see if he can come up with a personality 
lat comes to life on the screen and is interesting enough 
hold the picture together. 

The sequence that is chosen for the first story work 
jolves the main characters coming together in an 
sting situation. For instance, the first sequence 
inocchio was the one in which all the characters 
introduced in Geppetto’s house. The action here is 
bdued enough so that everyone can observe the 
pearance of these new figures, and there are enough 


PINOCCHIO 


`~ © Walt Disney Prod N 
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Our first Pinocchio had wooden hands, a stock- 
ing cap, and a cocky personality. Walt found 
this to be too brash and lacking in appeal, so 
we stopped animating until a new design could 
be found, matching a new story concept of the 
- character. 

Fred Moore's drawings at upper right sug- 
gested more innocence and the proportions of a 
boy rather than a puppet. 

Milt Kahl's drawings of the chubby, naive 
little boy in the Tyrolean hat became the final 
model when we resumed animating six months 
later. 
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personality traits apparent in what they “do to show 
who they are and how they act. 

Some animators prefer to start with the acting, 
revealing the personality of the new character through 
what he does and leaving the refinement of his appear- 
ance until they know him better. Others feel just as 
strongly that the appearance is primarily a drawing 
problem that must be conquered before any acting or 
movement is attempted. Animators, like artists and 
actors everywhere, are all different, and they each 
have to find their own approach to their work. Much 
of the strength of the studio actually has come from 
just these differences in the individual animators, which 


account for the variety of feelings and characters they 
can portray on the screen. 

The general appearance of the character can be 
almost any design that fits the story and the overall 
style of its presentation, but the specifics of how he is 
drawn depend entirely on what business he has to do, 
what attitudes he must show, and what expressions he 
will have. The voice will suggest many facets of his 
personality, but the needs of the story and his place in 
it are the major considerations. Once you know what 
you want him to do, you will know how to construct 
him so that he can do those things best. His job as an 
animated character is to communicate story ideas in 
the most entertaining way, and just being alive is not 
enough. 

We must study the design carefully, questioning the 
shape of his whole figure, his costume, his head, 
cheeks, mouth, eyes, hands, legs, arms—even the set- 
ting he is in and how he relates to it. Is the scale 
correct? Is it drawn to give the best advantage to the 
character? Does it support and fortify his personality 
so that he feels dominating or timid or clumsy or defi- 
ant, or whatever he is supposed to be? This is as much 
a part of the problem as the type of movements he has, 
the timing of them, and the acting in both body atti- 
tudes and facial expressions. 

However it is done, eventually there will be about 
75 feet of film animated and projected for all to see 
and criticize. It is interesting that the reaction always 
follows the same pattern. If the characterization is 
weak for any reason, the drawing is criticized. If the 
business is weak, the characterization is criticized. For 
some reason, the original business, also being tested at 
this point, is assumed to be infallible, and only the 
new figure’s appearance is torn apart. 

One young animator was quite shaken by the criti- 
cism of his scenes. ‘‘The best drawing in the world 
wouldn’t have helped because it would still be empty; 
it was because of the emptiness in the business that 
they criticized the scenes.’’ He went on to explain, **I 
can’t make a drawing until I know what I’m trying to 
draw.’ 

If the business is right and the animator made the 
right choices on his drawing and acting, everyone is 
elated. There may be tiny suggestions about details, 
appearance, or ways of doing something, or, more 
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likely, a way to build to an even more entertaining 
action, but the main reaction is one of enjoyment and 
excitement. 

Walt seldom complimented anyone, letting us feel 
that sheer perfection was the standard he expected of 
everybody. Nevertheless, we will always remember 
his reactions to our experimental animation of Bambi 
and Thumper. He had been concerned over our ability 
to make four-legged characters have enough personal: 
ity to sustain a whole feature, but when he saw ou 
first efforts he turned to us with tears in his eyes 
“Thanks, fellows,” he said, ‘“That stuff is pure gold!” 
It was one of the few times we can remember his 
coming right out with a sincere compliment. Les Clark; 
one of the earliest animators at the studio, remembere 
its happening twice in 39 years, when Walt said h 
particularly liked the Mickeys Les drew; usually his 
approval was indirect or buried in some other thoug 
He did not like to expose his feelings, and it was 
impossible to thank him for anything. He would cough 
and scowl and mutter, **Yeah, uh—well, say, we 
got to get going on this thing, y'know; it’s gonna gel 
way out of hand if we don’t pay attention here. .. 4 

With the experimental animation approved, every: 
body could go back to work with a new idea of wha 
this story is going to be and how it is going to be told 
Once the characters have been seen as living and act 
ing and showing very definite, specific, and, especial 


y, entertaining personalities, everyone knows how to 
handle them. The storyman can now start on the next 
ences with more confidence; the layout man can 
with more precision; and, also, very important, 
he “inspirational sketch”? man can start exploring new 


"he Handout 


The animator gets more than just a scene and a pat on 
he back when he picks up his work from the director. 
re is a tape or record of the sound track, along with 
n exposure sheet, which is not only an exact copy of 
he scene as it appears on the greys, but it also con- 
ains suggestions for accents to be caught or certain 
laging to be maintained. The animator will get a copy 
of the final storyboards so that he can see how his 
ene fits into the whole sequence, and he will have 
layout showing the size of the characters, their 
suggested positions, the extent of their movements, 
and the area in which they are working. In addition, 
there is a full scene description which reminds him of 
yhy the scene is in the picture, what it is supposed to 
eve, and what has been considered entertaining 


When we were younger, the director and the anima- 
acted out everything for each other, down to how 
Pluto would eat out of his dish. The handout of only a 
few scenes could take the whole day because the idea 
was to pack as much entertainment as possible into 
continuity, and we knew it could be still better, no 
matter how good our last version sounded. Elsa Lan- 
chester said of the business she had worked out for one 
her scenes, ‘“There’s always a better way, you know. 
matter how good it is, there’s always a better way, 
nd you have to keep trying, don’t you?” Back in the 
thirties, we talked of how Chaplin would do the scene, 
or perhaps Buster Keaton, or one of the fellows in the 
studio whom we both knew, and we climbed on the 
le and over the chairs and all over the room chasing 
imaginary cats or villains or whatever. 

- One day Wilfred Jackson was disturbed by violent 
sounds coming from Bert Gillett’s room directly above 
him. “I heard this terrific music going on with thump- 
g and bumping—I thought they were moving furni- 
e or something.’’ Gillett was the other director, and 


situations that will give these characters their best 
chance for great performances. The rest of the anima- 
tors are brought on as suitable work is found for them, 
although it may be six months before everybody can 
be working full time on the work each does best. 


Jackson was used to the sounds of a musician working 
out a pattern as Bert jumped from his table to the floor 
repeatedly, trying to capture the timing of fleas jumping 
off Pluto's back, or even the ‘‘thump-clop, thump- 
clop-thump-clop”” as Peg Leg Pete ran after Mickey. 
But this sounded more sinister, and Jackson just had to 
go up to see what was going on. 

His eyes popped as he opened the door. **Here was 
Frank Churchill over at the piano with his cigarette 
hanging down, with his eyes closed and his foot 
stomping away,” while on the other side of the room, 
Bert had Fred Moore up against the wall and was 
swinging wildly with his fists. Fred was trying des- 
perately to duck and break away, but was doing little 
to defend himself. Jackson stared in horror, wonder- 
ing if he should call for help or try to stop the fracas by 
himself. Suddenly it all stopped, and the three men 
walked back to the big table and looked at the expo- 
sure sheet, marking down actions and timing. They 
were working on a scene from Ye Olden Days where a 
big horse has a fight with a donkey. 

There was always great value in this process of 
acting out a scene. The animator even had his assis- 
tant do it when back in his room, so he could see how 
the scene looked and determine the best angle for draw- 
ing it. This helped in deciding how best to use the time 
for putting over the business, as well as noting all the 
tiny details of the action. 

The handout is not finished when the animator takes 
his scenes and layouts and tracks and readings down to 
his room. He is still turning things over in his mind. 
The director has told him that these particular scenes 
are the most important ones in the picture, with the 
best entertainment potential, that probably no other 
animator could do them as well, and that he really will 
make a name for himself on this picture. The animator 
listens to a record or tape of his sound track and won- 
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ders if they really picked the best take of the dialogue. 
He looks at the layout and wonders if this is the right 
way to stage the business. Is the character too small 
for the expression to read? Maybe it should be two 


scenes. He makes some thumbnail sketches, studies ` 


the photocopy of the original storyboard, then storms 
back up to the director’s room with a whole new idea. 
"Hey, wouldn't it be better if we did this in a close-up, 
facing the other direction and saying this second line 
of dialogue first? Then we could add a gulp, and maybe 
a sigh, and then go into that other line. . . ." The 
layout man turns back to his desk muttering some- 
thing that no one hears as he starts a new layout. 
The director must listen because he may get back a 


Supervising Animator 


This title meant that the individual was responsible for 
the work done by the men under him. Ordinarily, he 
would be assigned anywhere from one to seven or 
eight animators of varying talents. If they were strong, 
experienced men, he had little to do. They would pick 
up their work from the director and do the scenes by 
themselves. The supervising animator would talk to 
them about the character they were doing, exchange 


scene without any life if the animator does only what 
he is told to do. Perhaps he is not thinking about the 
scene in the same terms as the director, and that possi- 
bility, coupled: with the likelihood of a mechanical 
performance otherwise, makes the director do som 
thinking. He has an opportunity, now, to get a scene 
that sounds different from what was planned, but one 
that has enthusiasm behind it and a good chance to be 
just as entertaining; it is worth considering. 

A compromise is reached, the track is shifted, th 
scene description changed, new layouts made, expo- 
sure sheets and greys are corrected, and the enthusias- 
tic animator returns to his drawing board. The handout 
is over. 


ideas on how to keep him consistent in appearance, 
suggest business that might fit into their section of 
picture, or discuss further ways they all might develop 
the character. He might also commiserate when things 
went wrong or try to defend his animators if they were: 
unjustly criticized. 

When the animators were less experienced, the 
supervisor did whatever was necessary to help the 
get a satisfactory result. He was present at the hand: 
out, making suggestions and being sure that these men 
understood just what was wanted. In some cases, he 
made the key poses for each scene and even shot them 
on film as a guide for how the scene should work. 
Afterward, both drawings and film were turned over 
to the new animator, allowing him to concentrate on 
just the movement within the drawing rather than wor 
about all the other aspects of doing a scene. This young 
artist still had the problem of making that movement 
convincing and entertaining with the quality of life we 
wanted; his energies could easily be dissipated if he 
were expected to do too much all at once. 

We estimated that it took a year and a half to leam 
the basic fundamentals of animation and another five 
or six years to be at all skillful. Even so, we never 
outgrew the concept of helping each other, exchang 
ing drawings and sharing ideas. It was the basis of the 
team effort and enabled us all to do far better than 
would have by ourselves. 


he Animator 


y, layout, painting, styling—these are creative jobs, 
and rewarding and interesting, but essentially 
cerned with solving problems in the most artistic 
r. Only animation is magical. This is its appeal. 
ative artist can make something here that exists 
breathes and thinks for itself, which gets back to 
test of all great art: does it live? Techniques can be 
pied, mechanics can be duplicated, and even the 


gant or domineering, quiet or pensive; it no longer 
s. Personality traits fade away as an artist enters 
ate world of the drawings on his board. Through 
ters he creates, he can be adventurous, crafty, 


ake, a shaft of light. This is a very attractive 
ct to most of us. 

es his scenes appear to be controlled too much 
hers; the design of the character, its personality, 
layout, the amount of footage are all determined 
jomeone else. However, as a contributing member 
he group, the animator undoubtedly will receive 
> stimulation than restriction from this process. 
Vhile the layout man was thinking primarily of 
telling and design and mood when he suggested 
locale and the props, he undoubtedly had strong 
is of how the character should act as well. Equally 
ideas were held by the storyman, the director, 
eryone else who had contributed to the scene up 
point. Now the animator must build on the 
d the ideas of all these people, selecting and 
g carefully, sifting and judging, suggesting 
ging, until he has found a pattern of action 
is just right for him. He must understand it and 
it; it must be his own, regardless of where the 
s came from. It is this personal thinking of the 
nator that makes the scene good, not the reliance 
thers to tell him what to do. 

is does not mean that he is obliged to change the 
or feel compelled to think of something com- 
ly new. First, he must listen and try to appreciate 


the values of the scene as it stands. More than one top 
animator has ruined excellent story material by insisting 
on animating a scene when he does not understand the 
humor in the story situation or feel the action. 

The animator works back and forth through his scene 
until he has made the drawings that control the move- 
ment. He might have to make a drawing for every 
frame of film, or his key drawing might occur only 
every foot, depending on the particular action. The 
number of drawings is immaterial, because as an artist 
he would be drawing day after day in any job he has 
taken. Here, his drawings happen to be in continuity 
and related in a very special way. He discards far more 
than he keeps in his attempt to capture on paper his 
feelings about the scene, so his concern is not how 
many drawings he has made, but how well they depict 
the vision in his mind. 


The idea for this scene in Vance Gerry develops the 
The Fox and the Hound situation in his Story sketch. 
comes from an inspiration- 

al sketch by Mel Shaw of 

the foxes meeting in a ro- 

mantic setting. 


* 
Rough layout of the spe- è wer » [uM ® 
cific scene by Don Griffith T Ea , € os 7 
shows the approximate po- 
sitions of the characters in 
a close-up of the setting. 
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Animator Glen Keane fits 
his action into this set-up. 


These rough animation 
drawings from The Jungle 
Book establish the action 
and capture the adoration 
that the boy Mowgli has 
for his new friend Baloo, 
the bear. 

High-quality clean-ups 
are required where the 
drawing of the eyes and the 
subtlety of the expression 
are the key ingredients in 
the scene. These were done 
by specialist Dale Oliver 
and projected amazing life 
on the screen. 


Before Walt Stanchfield 
moved into animation, he 
made a whole booklet of 
the common problems and 
mistakes of the beginner in 
clean-ups. these are two 
sample pages. 
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ssistant Animator 


jradually we developed a professional class of **clean 
men" who took pride in their work. It was their 
Il that made the pictures look so fine, yet for a 
number of years they never got screen credit, nor even 
e salary they deserved. They sometimes were com- 
ed to a blocking back on a football team who clears 
way for the star runner to make the yardage and the 
lines, and it was true that they had to take their 
tisfaction from the success of the sequence on which 
y had worked. 
hey studied line drawing, training on Holbein, 
as, Daumier, Da Vinci; they watched drapery in 
ovement, noting the difference between filmy 
es, woolen skirts, flowing capes, and even baggy 
s; they learned the value of a sharp, crisp line 
st a large, soft shape; they knew how to keep 
sign in the free-flowing changing shapes of ani- 
on rather than make a rigid copy. They always 
nded the arcs of the movement, squashed the char- 
more, stretched him more—refining while em- 
sizing both the action and the drawings. They 
erstood the business of the scene, what it was sup- 
ed to achieve, worked closely with the animator in 
ing which parts were developing well and which 
y needed a little help, and they could see the char- 
start to live as they ‘‘rolled’’ the drawings on 
gs. This required a special kind of talent as well 
dy—not every artist could master it. 
The best working plan seemed to be the small unit 
f only a few men who, with the animator, carried the 
ll responsibility of doing everything on their own 
es. An ideal group would include an assistant ani- 
tor who was experienced enough to make simple 
imation changes and corrections, a second assistant 
drew well but was just learning his job, a reliable 
down man, and an eager inbetweener who could 
uble as bookkeeper and handyman. This last cate- 
included everything: threading the film on the 
viola, taking a test over to the cutter, running up to 
Music Room for a corrected layout, or even prying 


the reels away from a distraught assistant director ‘‘for 
just a couple of minutes; we want to see how it looks 
cut in the reel!" Together they budgeted their work 
and met their deadline. No other system retained as 
much quality or moved as much work without losing 
control of the way it was done. 

Assistant animators who had this much ability were 
seldom content to stay in this position for more than a 
few pictures. Some went on into animation, but most 
went into other types of jobs where their interest in 
detail, refinement, and design was stressed. Unde- 
niably, it had cost more to have a clean up man redraw 
the complete scene, but it was the only way we could 
have produced the rich characters of the first features. 
In later years, as costs continued to soar in all depart- 
ments, a new procedure called *“Touch-up”” was insti- 
gated. It asked that the animator draw slowly and 
carefully enough so that the assistant need only touch- 
up the drawings here and there to make them ready for 
the Ink and Paint Department. By this time all of our 
animators had become more skillful and were able to 
adjust to the new idea without noticeable damage to 
the product. Top quality clean up work is needed on 
only a handful of scenes in any sequence, and a great 
variety of shortcuts can be used on the balance to 
make them acceptable. 

Unfortunately, the assistant's work over the years 
has been considered an area where money can be saved. 
The production manager watching the money will have 
been frustrated through the early days of production 
since there is no way for him to measure ideas or work 
in progress. But once drawings have been made, a 
smile envelops his face. Here is something that can be 
counted, checked, timed, and followed through the 
plant. The term ‘‘pencil mileage”” is heard often as the 
number of artists plus the speed of output is balanced 
against ‘‘footage to be done.”” Between trying to please 
the animator who wants the best and the manager who . 
wants the quickest, the assistant must reach a com- 
promise that still satisfies his own standards. 


Pose Test 


The quickest way to see how a scene is going to play is 
to shoot what we call a ‘‘pose test." While the anima- 
tor is setting up his scene, figuring the size, the move- 
ment, the acting, he is making rough drawings that 
will become the basis of the actual animation. Now, 
instead of refining those drawings and relating them to 
each other, he sends them to camera just the way they 
are. They are the key poses for the scene and show 
how the scene is being planned. By shooting them at 
no less than 4 frames apiece and no more than 24, both 
the director and the animator can see if the action will 
be strong enough, or too strong, and if the amount of 
time allowed for the scene is going to be right. When a 
series of pose tests are cut together in a reel, there is 
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quite a good feeling of how that part of the sequence” 
will play. 

There is also a possibility that the scene may look 
funnier and more interesting in poses than it ever can 
in full animation. Fred Moore had a famous scene in 
Snow White that always worked far better in the pose 
test. The scene showed Dopey and Happy very con- 
cerned about the magical powers of the evil queen. 
Grumpy had just informed them that she might be in 
their room “right now!” Fred used about eleven poses 
to show Dopey looking from side to side, then glanc- 
ing at Happy’s beard, lifting it, searching under it, 
then receiving a ‘‘bonk’’ on the head. When this pos 
test came back from camera, it had a surprising crisp- 
ness that gave excitement and a feeling of nervous 
apprehension. There was a big laugh the first time it 
was shown in sweatbox, but that was the best the 
scene ever looked. From then on it went down hill. 
Fred made new and better poses as he animated the 
scene, but the crispness was gone. 

After several unsuccessful tests, in desperation he 
went back to his original poses and tried to work 
between them, hoping to recapture the sparkle that 
was in his first pose test. That was even worse. He 
never did find the right combination of timing and 

spacing and regretted ever having posed the scene in 
the first place. The sweatbox note shows Walt’s effort 
to get more life in the scene: 

ruff. 


Scene 31 Shoot corr. 


Be closer at the start of this scene, and as you pan 
up, come back at the same time. 

The minute Dopey looks under the beard, have 
Happy turn right around and hit Dopey, taking out 
the stall you now have. Happy would take it just as 
the extreme was reached and turn right to hitting 
Dopey. 

Fred, you suggested that Dopey’s head, from the 
bonk, would go down and pop up again. . . . Walt 
okayed it. 


Despite some negative aspects, pose tests have a 
distinct value, as we discovered when working on 
Bambi. The sequence of the young deer on the ice 
with his friend Thumper was about to be cut from the 
tory as being extraneous business. The animator who 
had hoped to work on this section was appalled.* The 


The Work Reel 


Jhen the animator has film on two or three of his 
es, he wants to see how they play in continuity. 
themselves, they may look just great, having life 
sparkle and clarity, or they may be a complete 
opointment. All of this can change completely when 
he scene is viewed as part of an overall continuity. 
er all, they have been planned to work in sequence 
that is the way they should be seen. The dull scene 
have just the subdued feeling needed for that 
not, and the active one may be entirely too violent. 
he only way to be sure is to cut them into the story 
el, replacing the story sketches that are occupying 


dialogue that had been recorded was excellent; the 
story sketches showed clearly what great entertainment 
there would be in the situation; it would be a wonder- 
ful sequence to animate. 

A meeting was scheduled to make the final deci- 
sion, and the animator was determined that this mate- 
rial should get the best possible chance for approval. 
For three days and nights he worked, posing scenes, 
roughing out new sketches, making out exposure 
sheets, shooting held drawings and story sketches, until 
he had a running reel on the main part of the sequence. 
It was crude, but it sold the idea. Without the pose 
tests showing the possibilities in timing and reaction, 
the sequence would have been cut from the picture. As 
it was, the relationships were built into even more 
entertaining actions until that section became a high 
point in the whole picture. 


this spot in the picture. Here, they will benefit from 
the suggestion of activity and personality in the scenes 
just preceding, as well as the ones that follow. 

As each animator continues this practice, the story 
reel gradually becomes the work reel, or the ruff reel, 
since it contains all the scenes of rough animation. 
Coupled with the matching sound reels, they are con- 
stantly changing with the latest revisions of footage 
and scene cutting. As each new test comes in, there is 
usually a request for the addition of a sound or a slight 
shift in position for better sync. In this manner, the 
work reels, at all times, reflect the progress of the 


sequence and show whether the anticipated entertain- 
ment is actually there. 

Everyone can learn something from them, even in 
this rough form. The layout man might discover the 
mood and design is not as evident as he had hoped, or 
the background man can find out how long a certain 
background will be on the screen and how much of it 


How Does it Look? 


We never made a picture starting at the beginning and 
working straight through to the end. We began with 
the section that gave the best opportunity to get hold of 
the characters, then moved on to a sequence that either 
had the greatest entertainment potential, or was needed 
most for the development of other phases of the pic- 
ture. There was no possibility of establishing a flow 
this way and very little chance of finding a balance of 
fast to slow, excitement to serenity, pathos to comedy. 
The individual sequences were not handled like a short, 
but they were complete in themselves and high in 
interest. We were curious about how it would look all 
cut together. 

We knew it was fairly easy to make an interesting 
picture that would run only ten minutes. Most people 
will watch almost anything that is fresh or funny or 
surprising for that long. Twenty minutes is an ideal 
length for an animated film, and even a half-hour show 
offers few real difficulties. The audience can be kept 
dazzled or persuaded or laughing, maybe even crying 
a little, in that amount of time. But beyond a half 
hour, troubles start mounting. A feature-length film 
requires very special considerations. It is important 
that it be seen in some kind of running form as soon as 
possible. 

Eventually, the day comes when this can happen. 
However, there may be blank film on the picture track 
with newly recorded dialogue carrying the intent, and 
there will be many areas with only still, inspirational 
sketches giving just the barest suggestion of what is to 
come. But between the story reels and the work reels, 
and the bits of completed animation, perhaps even 
some in color, the staff can follow the story, and for 
the first time see what their picture is going to be. 


will be covered by the figures. The director wants the 
work reels for his sweatboxing, the animator needs 
them to study his changes, and the assistant animator 
must check the scenes he is to clean up. Throughout 
the day, the assistant director will be trying to grab the 
reels so he can make all the changes that were requested 
yesterday. They are a popular and necessary item, 


There was enormous excitement when that point 
was reached in the production of Snow White and a 
special evening showing was arranged out on the sound 
stage, the building then doubling as a theater. Every- 
one wanted to see the film, but there was only room 
for the key personnel in the four rows of seats at the 
end of the stage. Getting ready at home, Walt was 
nervous, anxious, critical, tense, eager. He suddenly 
called to his wife, ‘‘Hurry up, Lilly, or we won't geta 
seat!”” Lilly, who had a much more pragmatic view of 
life than her intense husband, turned in disbelief. ‘‘Do 
you mean to tell me that in your own studio they won't 
even save you a seat?’’ Walt was flustered and tried to 
cover up, muttering about how late it was and wanting 
to get there early and you never could tell what might 
happen, and it was a very important occasion! We had 


saved them two seats right in the middle; as a matter of 


fact, there were four seats there, since no one was sure 


he wanted to be sitting right next to Walt at such a 


crucial screening. 

Seeing the picture all together for the first time is 
always a startling experience. Somehow it has picked 
up a life of its own. In some ways it is like one of your 
children. It may not be what you expected or what you 
told your friends you would have, but there it is, and it 
is yours. Up until now you have been living on dreams, 
believing that the picture would be a certain way and 
would tell a certain story and have these wonderful 
characters that everyone would really love. Now your 
hopes and dreams are over; this is what you have, and 
this is what you have to continue molding and shaping 
on a very practical basis. The picture probably has 
some fairly good moments here and there, but it will 
never look just right all the way through. If it is sup- 


ösed to be exciting and is not, now you must do what 
Qu can to make it exciting. If it needs suspense, put it 
| If it is too long, trim it, and if it is too short, 
dd—but add very judiciously. If it is redundant, or 
ils to make its points—whatever the problem—you 
lust work with these pieces of film until they become 
le best picture you can make of them. 

Too often the money is all spent by this time and 
meone is screaming that the picture must be com- 
leted in any form, **Just get it done!’’ But that is a 
id decision. This is the very time when the most 
feat've work must be done. Famed film director Blake 
dwards said in an interview,” ‘‘It’s nothing to bring 
picture in on schedule or under budget. The hard part 
making a good picture—I don’t care what your 
hedule or budget is!’ 


In The Rescuers, it was not 
the conniving of the wild, 
unpredictable Medusa that 
gripped the audience but 
the poignant predicament 
of the lonely, little girl. 


Layout for the entertaining 
bed-building sequence ir 
Snow White. The dwarf 
wanted to make a speciai 
gift for their guest, but the 
sequence slowed down the 
movement of the story ana 
had to be cut out just as 
the animation was started. 


Walt quickly realized tha 
the relationship betweer 
the jealous Queen and the 
unsuspecting Snow White 
was the main thrust of the 
story. 
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brought about in their lives by an unexpected visitor. 
The queen and the girl were necessary parts of the 
story, but we would not dwell on them. When we saw 
the whole picture in a very rough form that exciting 
night, it was immediately evident that the tension 
between the vain queen and the girl she was deter- 
mined to kill was the main drive of the picture, and 
anything that interfered with this story progression 
seemed extraneous. As a result, two whole sequences 
featuring the dwarfs were cut out as well as a comic 
fight between Doc and Grumpy; the sequences that 
carried our main story points were strengthened and 
made even more dramatic. Partly through luck, but 


largely through keeping our procedure flexible, w 
ended up with the best balance of story-character- 
sequence relationship we ever achieved. 
While working on The Rescuers, we thought that 
the greatest interest would be with the two mice and 
their overwhelming problem. We worked to make them 
small and inept, but determined. Medusa, we felt, 
would be a spectacular villain, slightly mad, powerful, 
and a constant threat. The crocodiles would be in- 
vincible, stupid, and chilling. They would be the scary 
part of the film. The little girl would have to be done 
very carefully because she was presented as a real girl, 
nota caricature, and since she would be difficult todo we 
tried to keep to a minimum the scenes she was in. We 
believed our big entertainment would be in Med 
and Snoops trying to outsmart each other in their 
attempts to get the diamond for themselves, and inthe 
mice trying to outsmart the crocodiles. 
Instead, when we saw all the pieces put together, th 
only thing anyone cared about was the predicament of 
the little girl. Medusa was a wonderful, flambo; 
clown, Snoops a bumbling, ineffective partner, 
crocs only dim-witted louts, and the mice just cule 
little characters trying to do their best. But the girl! 
Your heart went out to the girl and the terrible situa: 
tion she was in. It was not the villains surrounding her 
who built the anxiety, but the predicament itself. $0 
we strengthened the sequences that featured her, paying 
special attention to anything that would create mor 
pathos. We staged her scenes for the most impact w 
could get, and used the sad and quiet moments featur 
ing her for a balance to the madcap activities of the 
rest of the cast. We used less of Medusa than we ha 
planned, cutting out one whole sequence and trimmin 
others, so that she would have a brisk, crazy temp 


heroes facing the mindless force of nature rather tha 
any direct confrontation with the bad guys. At the time, 
it seemed we would never be able to make the fi 
come off with the proper balance, spirit, texture, 
heart, and tempo we needed, yet the public acceptance 
once the film was released, proves that it was worth 
every headache and extra dollar spent. 1 
Some directors stubbornly hold onto their beliefs 


what the picture is saying and cannot detach them- 
selves enough to see what they actually have up there 
| the screen. Woolie Reitherman has an amazing 
ility, as a director, to pull himself back and view the 
product impartially. He readily admits the weaknesses 
nd the strengths of what he sees just as if he had 
thing to do with the film up to that point. As he 
ented with a sigh, '* You've got to find what's 
ing—not what you thought would work, and not 
hat’s in your heart, but what's up on the screen!" 
Among the things up on that screen that are working 
night be an incidental character who, because of an 
ual voice or special animation or even sound 
ts, is starting to click with the audience. The farm 
, Napoleon and Lafayette, in Aristocats and little 
de in The Rescuers are examples. We always 
ied to build on the scenes with such characters and 
considered bringing them back into the picture in 
her sequence. Often we found that some clumsy 
point could be told in a fresh and interesting way 
imply by telling it through this new personality. 

ur best advice, at this point, is to develop and 
then what is good; edit out and shift emphasis on 
it is not coming off; stay away from the common- 
lace and the hackneyed; constantly search for new 
ings the audience has never seen before—but tell it 
vith the same old values and fundamentals of com- 
inication. 

0 one can say that any one of these steps in our 
| of making a film is more important than any 
They are all needed. The two most important 
lures are certainly (1) to involve the whole staff 
production, and (2) to keep the picture growing 
proving, constantly, right up to the moment of 
e. Many ideas that sounded great in those story 
ings become sodden and lifeless when seen on 
en in relation to the rest of the business, and 
jooner these elements can be discovered the sooner 
| can be corrected. Many other story ideas that 
only ‘‘touches’’ will come to life in animation 
o much entertainment that it is foolish not to get 
full value from them, even if it means adding 
iderable footage. 

jomeone outside the studio once stated that it prob- 
was easy for us to make a film now that we had 
many; we must have found the formula. Woolie 


retorted, **On every picture, you're in a learning pro- 
cess! It's not so much an application’ of professional 
knowledge as constantly learning!" He went on to 
say, "It is always new, or it had better be. On each 
film, you start from scratch, make the mistakes, pick 
yourself up time and time again, yet never give up. 
You must keep your belief in the picture and your faith 
in yourself. For a picture to end up good, it must be 
treated like it was the very first one you ever made.”” 

Animating at Disney's was exciting, but it was also 
extremely difficult. We were under great pressure and 
had tight restrictions on time and money, although 
seldom were they both imposed at the same time. If an 
animator was doing excellent work, he was told not to 
worry about the budget, but ‘‘could he work overtime 
to get more of that kind of footage in the picture?” 
The demand for sheer perfection in execution, along 
with the constant search for top entertainment values, 
creates far greater pressure than the requirement to 
complete a job by a certain deadline. 

When an outstanding scene of animation was done, 
everyone somehow expected the animator to do that 
well from then on, and even thought, hopefully, that 
he would continue to improve, as well. A few weak 
scenes in a row and the animator could be considered 
to be ‘‘in a slump" or, worse, ‘‘slipping’’! There was 
a clichéd remark in Hollywood during the thirties about 
actors and directors: ‘‘ You're only as good as your last 
picture.” One of the top animators at that time adapted 
it to animation, claiming, **You're only as good as 
your last scene!”” It was a joke with an uncomfortable 
twinge of truth in it, and we all felt a compulsion to do 
our best constantly and try to keep moving that stan- 
dard ever higher. 

Munro Leaf, who has written considerable fantasy 
and magic himself, wrote these words after he had 
seen Snow White. **If you come right down to it, there 
isn't a live thing in the picture. Technicians can tell 
you how it is all done with ink, paint, photographs 
hooked one on to another and garnished up with sound 
effects. I'd hate to call a technician a liar, but some- 
body is going to have a tough time telling me that 
good, beautiful Snow White, her prince, the wicked 
queen (who is really wicked when she settled down to 
it), and all seven dwarfs, and the hundreds of birds 
and animals came out of any ink or paint pots.’’!° 


Seven Steps in Animating a Scene 


When you picked up the scene from the director you 
were given the story sketch, the layout, the exposure 
sheet, the sound, and a full description of the action. 
Now, what do you do? 


1. Think 


Why is this scene in the picture? What is the 
entertainment potential in the business? What 
should I have the character do? How can I best 
show it? ‘‘Don’t start animating before the idea 
is worked out. Know exactly what you are going 
to do before you start." 


2. Thumbnails 


Work out your ideas in small size before makinga 
big, complicated drawing. First, you will test: 


A. THE STAGING 
Example 1 


artist: Marc Davis—Cinderella. 


Cinderella is awakened in the morning by a friendly bird. 
This is the introduction of the heroine, and it is important 
to show what kind of girl she is. She must be appealing, not 
merely pretty. 


ple 2 
Frank Thomas—Robin Hood 


ibnails research attitudes for Robin Hood when dis- 
'ava stork competing in the tournament of the Golden 
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B. THE CUTTING AND CONTINUITY 
Be familiar with the whole sequence so you will 
know just how your scene fits in, With the director 
and the layout men: 

1. Plan carefully which character you will have 
your camera on to get the most entertainment. 

2. Plan when to use a two-shot, a long shot, or a 
close-up. 

3. Look for opportunities to get depth and perspec- 
tive and avoid too many scenes in a row that are 
flat-on. 

4. Try to change angle when it is possible or logi- 
cal, but do not do anything to confuse the view- 


be doing something different; it will take longer 
to animate and will not be as effective. Choose 
the angle that is most helpful for your business. 
Example: 
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annist: Ollie Johnston— 
Robin Hood. 


Robin Hood, disguisedasa 
gypsy fortune-teller, is try- 
ing to capture Prince 
John's interest. Litle John, 
behind the curtains, puts 
fireflies into a glass con- 
tainer to make a glowing, 
mystical crystal ball from 
the spirit world. 


IwecTucens_w Feesrecine 
s MEME ee 


e ORG Frou Owe Sh 3, 


A STRMEAT ING We Sook 
line “ther — The Kise b 
ENEKI AME ASNO IU 


3. Mechanics of Presentation 
With a rough continuity and scene cutting estab- 
lished, the individual pictures should be checked 
and developed 


A. PERSPECTIVE Zw pasa), A3 VIEWED FROM 
Be sure to match the perspectives of the layout. 2 e Age, HE nn. 2.5 
If the feet do not fit on the background, how iar man are 
can you show how much they lift up? 4 (ial sta ae 
Examples 


If you draw two or more characters in a scene, 


do careful key drawings for size relationship and 
staging. Have good eye contact if c 


nus | 
looking at each other! 


B. SCALE 
Check all layouts for the scale you need in a 
picture. Examine your sequence for "'pictorial'" 
shots that will remind you of the size of the 
characters you are animating. The scale of the 
characters to the things around them, and to 
cach other, is an important part of making them 
believable, as well as giving them charm and 


appeal 


anisr: Bill Tytla— 
Brave Little Tailor. 1 


Examples: 


4. Solve Special Drawing 
Problems 
Be sure you can communicate your idea and not 
be stopped by insurmountable drawing problems. 
Work them out in thumbnails or full size, but do 
not proceed until tl 


Examples 


arist: Ward Kimball— Cinderella. (i EN 
Long diagonal pan accentuates the scale =I 


arnt: Ollie Joh 
Robin Hood, 


Page of drawings 10 
the best way to show 
Hood as a gypsy 
over the edge of a 


anst: Gustaf Tenggren— Pinocchio. 


w White 
of Dopey 
w height, 
low, and 


5. Double Check Your Ideas 


‘Once you have your ideas clearly defined, check "Don't accept your drawings too quickly; ty 
your layout to be sure it will work as planned. them out on someone else." 


Does it allow enough space for the actions you 
are considering? Example: 
E > 
ea ww SES 


6. Blow Up Drawings Full Size 
Individual sketches do not always relate to each 
other on the pegs the way you thought they would, 
Rough out all the key positions of the scene, based 
on your thumbnails and research drawings. 


Examples: 


Put the ‘‘Juice’’ in it. The scene is a close-up of Captain Hook telling his 
Vith all the staging problems solved, the animator valet in the next room of his plan to trick Tinker 
in now concentrate on individual actions, timing. Bell into revealing the location of Peter Pan's 
sions, and making the drawings that w hiding place. During his dialogue, he is putting 
life to the action on his finest clothes, down to a gold-plated hook 


‘cando anything we think of with this.” 


honly after The Rescuers was released in 1977, a 
fiend remarked, “I love those characters! I think they 
probably the greatest Disney has ever done." 
hdeniably the animation of the characters is what 
nels an audience, but many other elements play a 
fal role in a successful picture: the colors, the beauty, 
visual effects, the locales, and the music. The 
lion of our fantasy worlds took as much dedication 
knowledge in the other departments as it did in the 
ton, and it occupied much of Walt's interest as 


he sat in those first meetings looking at the 

us color sketches from the stylist or the inspira- 

nal aris, an image was forming in his mind, a total 

pt of what this picture could become—how all 

parts would fit together, how it would look, how it 

Wild sound, and how it would make people feel. It 

a slowly developing concept, but all the parts 
ete closely related right from the start 

began to see a place that was real, inhabited by 


lio—warer action 
in the Effects De- 


0. How to Get It on the Screen 


[s posible ro do darn near anything if we figure out certain definite things. - 


Walt Disney 


characters that were real, whether they were dwarfs 
living in a land of magic, or a wooden puppet being 
chased by a monstrous whale, or tiny fairies spreading 
drops of dew at night. In his imagination it was all 
coming to life—mythical, but believable. This was 
not a dull, humdrum type of reality but one that sprang 
from dreams: a land where one could feel at home, yet 
where everything was fresh and new and different. To 
achieve this on the screen, great attention has to be 
given to the locales—the size of the furniture, the 
props, the trees, the animals, the shadows they cast, 
the air they breathed, the clouds that floated over them, 
the rain—it all had to be right, just what you would 
find in such a place 

The inspirational sketches often had shown much of 
this, but they were only a handful of still drawings, 
usually done in a medium unsuited to production work 
One question always had to be faced, "How do you 
get it on the screen?" This major question broke down 
into a myriad of little ones: how can we get that soft 
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edge”; how can that brilliance of color be attained?; 
how can we get that clusive feeling of glowing light 
where?; how can that overall effect be captured 


ev 


in our crude medium? 


While the background man thought mainly of color 
and the layout man of drawing, Walt was always think- 
ing of a different approach that might open up some- 
thing entirely new. At the start of Snow White, he 
studied the first drawings of the dwarfs searching 
through their house for the unknown intruder. Great 


shadows were shown on the walls, adding to the spooky 
effect, but Walt saw more than that, When the dwarfs 
were grouped together there was not a flat row of 
seven cartoon characters, it was more of a painting, 
with the figures in the foreground in darker colors, 
giving interest and definition to the group. He wondered 
if his staff could do something like that. He wondered 
if the men would get fresh ideas on lighting in general 
if they actually could see a replica of the dwarfs’ home, 

Albert Hurter, the sketch artist whose 
drawings inspired the style and appe 


maginative 
nce of many 
Silly Symphonies, had earlier been assigned the job of 
drawing all the nooks and crannies of this special house 
His Swiss heritage and k 
made him ideally su 


en powers of observation 
ed for capturing the storybook 
at dwarfs might have built, and 
now he had so many draw 


charm of a cottage t 


gs of the stairs, the beds 
the windows, the fireplace, and even the kitchen sinky 
that the whole structure almost could be visualized 
Walt said, “Someone could probably build a model 
of that house just from these drawings. Y'know, thi 
model we had of the old 


I was a big help to e 
body in visualizing that picture, and in planning the 
scenes and camera angles. Let's get Ken Anderson in 
here." Ken already had been transferred from animé 
tion to 


yout because of his architectural knowledge 
and now his formal training would be put to further 
use. Walt asked him to build the model on a scale of 
one inch to the foot, interpreting Albert’s inspiring 
sketches into real shapes and distances. With Wall 
enthusiasm and curiosity clearing the way, the dwarf 
cottage soon emerged as a reality, complete with fug 
ture and props. 


Everyone crowded around to see how it looked all 


ether, fascinated by the relationships that were now 
dent, A few excited moments later, Walt had 
idea. Why not take Margie Bell (who had 
lire to do the live action of Snow White herself) 
shoot film of her on the stage, pretending to come 
a door, entering the room, looking about in 
seeing a small chair and running over to sit on 
could all be done with the measurements of 
of the cottage blown up to full size. Then on 
reel of film, we could shoot the model house, 
ing the same camera moves—only this time in 
ture measurements. This film would be printed 

A Washo relief cels (a newly discovered photographi 
for printing directly onto the cels) and later 
ed with the film of the girl. If the distances 
asured accurately, it would appear that Margie 


early worked. Forty years later, TV cameras 
Video tape were regularly combining the action 


For one thing, the cels 
nitrate and the developing chemicals caused an 
ible amount of shrinkage on each picture. 
no consistency from one to the next, the quality 
hole process was in constant jeopardy. Walt 
d to search for a way to make backgrounds 
dimensional, even having them animated in 
nging perspective on several pictures. While this 
sarling effects for individual scenes, it further 
d the flat characters on the cels from the 
d forms in the background by contrasting the 


ly by both the story sketch men 
layout men to determine what they should 
en presenting any piece of business. The story 


en shifted the lights for a variety of effects: 
ted pictures that had a new authority, for this 
wer a make-believe house—it was there 
them in a very real state. 


The work of the layout men reflected this stimulation 
in everything from the design of the specific scenes to 
the presentation of the whole sequence. More effec- 
tive camera angles, interesting groupings of the char- 
acters, use of perspective to give dimension, types of 
scenes to build the mood—all were handled so skillfully 
that the spectators neither noticed nor wondered. They 
were completely absorbed in what was happening on 
the screen. 


annist: Albert Hurter— 
Snow White. 


Hurter's drawings of the 
dwarfs’ cottage were so 
thorough in concept and 
detail that a model of the 
whole building was con- 
structed just from his 
sketches. 


Four Styles of Background Painting 


Paintek: Sam Arm 
Snow White 
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Sleeping Beauty. 
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Backgrounds 


The background painters were experimenting, too, 
trying to capture in water color or tempera! (mediums 
easy to change if necessary) the same effect the stylist 
had achieved with chalk or inks or some special build 
up of paints. Taking the layout suggestions as scenes 
that actually would be in the picture, and surrounding 
himself with the original sketches that Walt had liked, 
the background painter searched for ways to duplicate 
an elusive effect. 

‘These painters are not the same as easel painters, 
even though they share many of the same talents. The 
background painter must know color very well, pos- 
sess a good sense of design, know how to pull a 
picture together, and be able to handle his medium 
extremely well. He may even have some reputation as 
a painter of landscapes or abstractions, but here at the 
studio he has a very special assignment, He must stage 
the character and support the action, That comes before 
anything else. His work may be dramatic, startling, 
powerful, or thrilling, but it must still be only a back- 
ground for the action 

There should be nothing behind the animated fig- 
ures that distracts in any way. Too much detail, busy 
shapes, eye-catching forms are all confusing; too much 
color, too much dark and light pattern, colors that 
conflict with the figures are all disturbing. The back- 
ground artist is asked to paint a woodland glade, but 
not to have any trees or bushes in the middle where the 


characters will be working. He is told also to keep 
handling very simple on the left side because a 
will be standing there, not moving much but still oce 
pying the space. And the grass at the bottom cannot 
harsh or realistic with individual blades, because 
will draw attention away from the acto 
grass be too soft and fuzzy either, or it will appearth 
the characters are standing in a cloud, There must be 
solid plane for their feet to match, and it must be 
because it is grass, but it cannot look like grass or bet 
major part of the design. The areas where the paint 
can show the leaves and branches and the beauty 
this romantic spot are along the top, down the ri 
side, and in a tiny patch over on the left beneath th 
horse's belly. It is not easy. 
If the background has been designed around th 
characters and the action in the first place, this may’ 
all that is needed to give a great effect. Subtle t 
(close in value) behind the figures and along the “p 
of action" can suggest much while actually sh 
very little. This is possible to do, but a definite d 
lenge. 
Another way to keep the character completely d 
at all times is to hold down all the elements in i 
background so that they frame the actor as if he 
spotlighted, or working in a “pool of light," This wil 
not give the excitement found in a strong design, bul 
will insure that the animation reads well through 
the scene. 
The background man is particularly frustrated bf 


&bseups. There may be a long shot with a busy brick 
Wall behind the 


igures or a shelf full of toys, and on 


Mest scene a close-up of the character. The painter 
links, “Ah! Now I can show all the texture and the 
imps and scratches on these objects." The 
Ho need to keep the same background on such a cut. 


is really 


and the painter will ruin the scene if he tries. A plain 
colored card would be far better, or just the faintest 
suggestion of the things seen in the long shot. Actual- 
this way probably 
would have the background out of focus, and that 
would be the easiest solution 


ly, a live-action camera moving 


d Anthony 


the background 
pt the busy forest 
conflicting vis 
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ing his paintin 
overall mood 
n show blades of 
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A very effective scene in The Jungle Book showed 
the panther sitting on a tree limb with only the lumi- 
nous mist of the tropical night behind him. In the fore- 
ground was a small cluster of leaves and a flower 
drawn very crisply, but with just enough individualit 
to give the scene realism, beauty, and character. It 
took years of experience to know that this would be 
best, but, literally, only minutes to paint 


Painting backgrounds is a challenging and comy 


cated assignment, but one that offers vast opportuni- 
ties to the artist. Successfully done, the backgrounds 
contribute much to the audience's enjoyment and, like 
music, can create a depth of feeling in the mood and 
enhance the dramatic quality of the whole film. Walt 


felt this was so important that he asked the background 
men to try several different paintings of the key scenes 
with a variety of colors and techniques to stimulate 
their imaginations and help them find the best approach. 
‘These were shot in color and judged from the film so 
the artist could find the most successful handling before 
facing the restrictions of supporting the animation. 
‘The background painter works closely with the layout 


aarist: Al Dempster— The Jungle Book. 


A background is painted three different ways as the a 
searches for the most effective appearance for the desolit 
black pool where the young Mowgli, friendless and miser 
ble, will meet the vultures. 


‚from the early experiments that develop the color 
Ey and style to the design of the effects animation 
Bl will surround the characters with all manner of 
fural forces. But adapting the style and the color on 
Mat piece of paper is only part of the problem. There 
the matter of getting it to look right in the 
film on the screen 


fects Department 


effects animator is a special kind of artist: he has a 
fiosiy about the way things work, a feel for the 
ical, and usually sees great beauty in the pat- 
Ms of nature, Some effects animators have been fas- 


it, while others have created spirit in the 
ant of water and lava, drama in fires and storms, 
astonishing loveliness in the handling of falling 
es and snow. During the making of Snow White, 


ix men and women, many proficient in special 
es, all amazingly patient as they drew endless 


ally, character animators had done all of the 
ess in their own scenes: rain, smoke, shadows, 
clouds, dust, speed lines—even throbbing lines 
t pain and question marks to show confu- 
But Walt felt that these all lacked style and asked 
lo be more observant and to draw more accu. 
Wy, They observed, and as soon as someone noted 
the image of a real object moving fast is blurred 


Mido each other, these animators created shapes 
became designs in themselves, dominating the 
and the inkers were puzzled as to whether 
foncections should be traced in ink, painted on 
he cel, drybrushed, or done in different colors. 
favorite device for portraying an arm or a leg 
ing very fast was to draw a series of after images 
ling along. Unfortunately, this always looked 
like spaghetti trailing the limb than a true blurred 
Carleton (Jack) Boyd, who later became head 
he Effects Department, still laughs about those 
“Four feet of wet spaghetti! It looked awful—but 


Titicaca." 
The little 


a tourist 


we were trying to find out how to do it. It took a lot of 
mistakes before you found out what you could do." 
This type of personal expression came to an abrupt 
end when Walt eventually set up the Effects Depart- 
ment to standardize the procedures, unify the appear- 
ance, and control the quality. 

With new importance given to what always had 
been secondary animation, the men selected for the 
new department seldom could hold themselves down 
to a supportive role. Even though they were aware that 
their work should be subordinate to the main action of 
the scene, the enthusiasm that led to the experimenting 
also swept away care and much of their judgment. 
Again, it was Jack Boyd who shook his head and 
laughed as he thought back on a scene he had once 
done. “I had just discovered water! I was a star! You 
guys did a wonderful job on the character animation, 
and I came along with a splash and destroyed you!” 


Then with a sigh, "Now I shudder to think of ti 
stuff." 

Shadows were another problem. These had b 
done in a very simple way from the earliest day 
because they anchored the figure to the ground. 
out some kind of contact with the background, 
characters seemed to float around, walking on aif, 
matter how much weight had been animated into 
movements. Just a circular shape painted around th 
feet in an unobtrusive grey defined where they 
standing, and as they walked about or jumped it gif 
tinued to show just where they were. Being opaquí 
covered anything on the background that it p 
over, unless it had been carefully animated to fitil 
shape it encountered. Too often an easier solution 
to ask the background man simply to paint ou 
offending object and leave a barren path in its pl 

As the quality of the pictures approached that of 
better book illustrations, this crude shadow wasi 
placed by one done with a transparent paint that gang 
much more realistic appearance. Since this dar 
the background without obliterating any of the dé 
the spectator could now see every rock and p 
right through the shadow, and the background 
became much happier. Unfortunately this wonder pil 
dried very quickly, leaving streaks and puddles 
aried in density from cel to cel, causing the s 
to look quite agitated on the screen as it wiggled 
jittered. 

When the paint was very cold it was some 
easier to use, and if it were confined to small area 
the “girls”? could paint quickly and deftly, a satisfi 
tory result could be obtained. So the painters 
close to the refrigerator and moved fast, but the si 
was still only one shade and there was no con 
possible if a slight variation was desired. Moret 
that, it was impossible to paint large areas on thet 
and keep any consistency in the quality 

A far better result came from painting the sl 
completely black, but photographing it at only 
exposure. This way, there was complete contol 
shadow would be light when it was shot at thirty f 
cent exposure or very dark when shot at seventy. 


obtained, enriching the appearance of the st 
both design and color, since the shadow darke 


color without disturbing the harmony of the 


‘part of the scene changed the values on the 
ver they entered that area, without re- 

a whole new 

j. Now. the dark and light patterns of the 
be created in a very simple way. but in a 


shadows that the dwarfs cast on the walls 

h. subtle colors that were not on anyone's 
ling to the enchanted feeling of the whole 

the same time. controlling the shades on 

in the group prevented them from looking 
lice lineup. 


graphed twice, once with them and once 
hich was not only a headache for the cam- 
doubled the expense of his efforts. Not too 
he would be shooting scenes ten and twelve 
ial effects. so the problems of a second 
minimal. However. in the lean years. the 
posed shadows were among the first things 
iminated in the drive to cut expenses 
atic background painting with very care- 
ing 10 the character achieved many of the 
Is. or created a surface so dark or textured 
jld not show a shadow. In The Rescuers. the 
of the mice and the girl down in the cave 


enough the way it was the decision was 


AMATOR. Cy Young— 
“Nutcracke 
Fantasia, 


Suite." 


extremely sensitive 
uld have animated 
this sensuous, white blos- 
som that became a peirling 
ballerina. 


So IS 


made to leave off the shadows and paint the walls dark 
and wet instead. The shoes and feet of the characters 
were painted dark also. so they would be almost a part 
of the background, giving the feeling that they were 
already in shadow 

Through the early thirties, the entire Effects De- 
partment consisted of only two men: Ugo D'Orsi, a 
straightforward, stubborn, and dedicated Italian, and 
Cy Young. a quiet and sensitive but equally stubborn 
Chinese. who loved to play the bass fiddle as a hobby 
Both spoke with such accents that most of the staff had 
difficulty understanding what they were saying. and 
communication between the two was almost impossi- 
ble. especially when tempers flared. Since they did 
most of the careful work themselves, they needed only 
a single assistant between them. and a major part of 
his job was to act as interpreter, diplomatic emissary. 
and peacemaker. Still, few animators have surpassed 
the delightful results that these two men slowly and 
delicately achieved with their innate sense of design in 
motion 

Who can ever forget the lovely white blossom- 
ballerina in Fantasia floating gracefully to a caressing 
landing on the surface of the water. only to be reborn 
and rise up inverted, swirling and spinning as she 
danced off with her colorful companions? That was 
Cy Young at his best. Rarely could others create such 
poetry and sensuality in a mere blossom’s falling into 
a pond. 

Ugo showed more intensity and force in his work, 
but was equally sensitive to the total design. Typical 
of his drawings were the crashing waves that heeded 
Mickey's commands in the dream sequence of "The 
Sorcerer's Apprentice." The director of the picture 
commented on "the amazing patience and tenacity 
1Ugo] displayed in doing the filigree waves and foam 

he ‘pioneered’ those . . . patterns practically out 
of his imagination, long before the help of research 
photography. "7 

Both Cy and Ugo were determined to get realism 
into their work and studied constantly to increase their. 
understanding. One day they were discussing a scene 
involving a witch's kettle bubbling over a fire. As. 


leis" scene of 
wave into a 


ork of art. 


drawn on the layout it was an old pot, rusty and par- 
tially covered with soot from years of cooking. Cy felt 
that light from the flames would be reflected evenly 
‘over the whole pot; Ugo claimed that the light would 
be only on the portions not covered by the soot, since 
soot has no reflective power. Each man was adamant, 
and, since there was only one way of proving who was 
right, a fire was built in an empty film can in the 
middle of the floor, with the shade from a goose-neck 
lamp inverted over it as the pot. Soon the flames were 
dancing merrily 

While everyone else was screaming, "Put that fire 
‘out!’ the discussion grew into an argument. The whole 
surface of the lampshade was indeed bathed in glowing 
light as the flames enveloped it, but there was no soot 
on it—as yet. People were running about, and excited 
protests were now coming from far down the hall, but 
still the two animators fanned the flames earnestly — 
their faces right down at the floor—and studied the 
curved bottom of the shade 

The linoleum had begun to curl on the floor before a 
brigade of Dixie cups could be organized to douse the 
flames and send the frustrated effects animators back 
to their desks—with the point still unproved. Maybe it 
was inconsequential anyway and hardly worth consid- 
ering, but that intensity of feeling and the driving desire 
for knowledge were typical of their approach to assign- 
ments. 

By 1935, new men were coming into the Effects 


Department in a steady stream, and most of the 
full of ideas. One of these was Josh Meador, 
comer with an unusual combination of talents- 
and individualistic, Josh was an excellent d 
painter, designer, and he possessed great te 
ity as well. By the end of Pinocchio in 1939, 
taken over the department, and for Fantasia 
year later, he had well over a hundred men andy 
turning out the most impressive effects ani 
seen. One of them said, “Josh was continually 
live action and experimenting with the stu 
and smoke and all those things. He was re 
thorough with his research work. He didn't 
down and animate water, he went out and sho 
water, then took it home and studied it 
days you did that—you went home and pr 
drawing.* 

Some things just could not be drawn in pen 
wind, fog, drizzling mist, a thick cloud of dug 
almost all kinds of snow. Blaine Gibson, ani 
sculptor, who was in the Effects Department of 
ly ten years said, “It is quite a challenge to de 
thing like that; when you put a line around sa 
even though you only give it a partial exposur 


away it's something that’s different than 
That fact did not stop Josh. 

The next storm, he was out with his cameras 
the marvels of nature against a black backgi 
before that winter was over he had a whole lib 


a sketch- 


“Sorcerer's Apprentice," 


Fantasia. 


Three leaders ofthe Effects 
Department study bubbling 
‘mud in a Studio vat. From 
left, Jack Boyd, Josh 
Meador, and Dan Mac 
Manus. 


Inspirational sketches often 
set the design for animat- 
ing water. It was up to the 
effects animators to deter- 
mine how to handle these 
ingredients to get the de- 
sired 


awiuaror: Josh Meador—Alice in Wonderland. 


The story sketch of Alice floating in the bottle 
shows a very simple design for the water effect, 
but in the actual scene this was not enough, The 
sea was so vast, it was impossible to tell how 
large Alice was or how far away she might be. 
The addition of large bubbles gavé the needed 
scale to keep her very small. 
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Drawings for the splash of ‘ 


a single raindrop in the l i 
Passing storm in Bambi re- l 
ect study and observation 

by the effects animator. 


animator: Paul Kossoff— 
"Rite of Spring,” Fantasia. 


Imagination in both design 
and movement was needed 
Jor this scene of lava flow- 
ing down the primordial 
landscape. 


ARTIST: Jules Engel— animator: Ed Aardal— 

“Rite of Spring,” Fantasia — "Rite of Spring. " Fantasia. 
The "Rite of Spring" in — There was no way to study 
Fantasia called for mist, volcanic eruptions in pre. 
rain, smoke, wind, water, — historic times, but this out 
Salling rocks, fire, and flow- standing scene was created 
ing lava. Just four years from inspirational sketches 
earlier, none of these ef- ‘and suggestions of raw 


fects could have been ani- power in Stravinsky's 
+ mated convincingly. music 


n soft rain, hard rain 
Wing rain, drizzli 
peril papers, so they could be combined with the 
Bid rain as needed to get any effect wanted. Jost 
Hid been told, "When I look rain, I don't se 
Hick lines around every drop. Sometimes 1 d 
Hien see the drops, just streaks of light 
fishes on the ground. 
Henselves could not 


heavy rain, blowin, 


‘aint These were printed 


and littl 
The animator's drawings b 


ive this illusion, but by com 


lem with photography of real rain, it was possibi 


Mideapture the mood of the rain. There was dreary 
Ing ain for the sad sequence in Sn 
fiends wept at her death; there was the fur 
[Somy, excited rain shortly before 


of driv 


as the dwarfs 


chased the witch up the ro 


ter she had fallen, 
the steady, dr 
the 


nching, heavy rain that seemed to wash 


| memories away. A few years later 


a whole 


sequence of effects animation depicting a sun 


mer storm 
was a high-point 


entertainment in Ban 


had become an integral part of the film, 


and excitement and mı 
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of making everythin, 


so believable 
Of al 


the natural elements that had to be drawn in 


penci ding, water was the most dif 
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ssociated with bodies of water 
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sented in a design the audience could accept without 
question, As one animator said, "You had to draw 
some kind of effect that would give the impression of 
water without costing a fortune," yet what could a 
one draw in line that would look like water? 
"t just drawing the crest of a wave, you were 


"You 


moving the highlights and shadows and all the color 
indications that were so important to the animation. ""* 

If it was a large body of water, the animator had to 
think in terms of the mass, the perspective, the depth, 


the movement of it, all going back into space. And he 
had to be careful that he did not have everything mov 


ing the same amount and at the same speed, which 
would give a type of rhythm to the action that would 
Kill any fe 
who h 


ing of realism. Ed Aardal was one of those 


4 a special affinity for large water action, which 


he attributed to his year spent on a fishing boat off 


Alaska, *'When you lived all that stuff," he com- 
mented, “you kind of memorize it—you got the feel 
of it.” 


One animator admitted that he had tried to fake his 


handling of the water in a scene instead of taking the 
time and effort to study real water and make it right 
The work was criticized immediately, and a more expe 


rienced man was called in to take it over. Nothing but 
the highest quality was accepted, and although water 


was the most difficult effect to do, 


1d the most expen 
sive, most of the men in the department felt that the 


audience remembered impressive scenes of good wall 
animation longer than any other effect 

It was not only a matter of representing natus 
each film had its own design concept, and the drawing 
of the effects had to comply. Someone would try mu 
different ways of depicting whatever it might be 


water, smoke, frost, or sheen—searching for a wayi 
drawing that was compatible with the style but 
allowed the necessary freedom of movement. He waddi 
try complicated groupings of colors and patches, higi 
lights and sparkles, drybrush, airbrush, any effect 
pictorially would be convincing and exciting. Dur 
the period that Josh Meador was in charge of 
department, he was a source of many suggest 


since he had such a feel for design and form and coli 

The experimental sketches were shown to the dit 
tor and his crew, and decisions were made as to Wil 
design was best for this particular job. Often aig 
color tests were shot to be sure of the results bel 
embarking on the expense of animating an ell 


concoction, Josh would break down the elemen 


his sketch, figuring what the animators would do, 
should be added by the inkers and painters, and 
would be done by the cameraman with exposures 
special lenses. It was often difficult for the animal 
visualize how his limited portion could possibly 
duce the exciting drama that had been described 

Walt had set the standard, and that way of di 
things persists to this day: it must be the very best 
can do; and, if properly prodded, you can always 
far better than you think you can, During the 
of Pinocchio, the animators were experimenting 
various ways of handling bubbles, trying to gel 


thing on the screen that looked wet and shiny 
carefully animated the circular forms, keeping 
rubbery and fragile, with changing shapes; but mai 


their effort went into the choice of inks, of coli 


shot an assortment of experiments in color affi 
them for Walt so he could choose what he wanted] 
surprised them all by commenting not on the ling 
colors, but the quality of the animation. “I likelig 
—the others look too heavy. The bubbles shoul 
* Who else would even notice if a 
mated bubble looked heavy? 


full of air. 


amaror: Norm Ferguson 
—Alpine Climbers 


Pluto has been rescued 
‚from a snowdrift by a St. 
Bernard with a brandy 
cask. Warmed through, 
Pluto's run is now inter- 
rupted by a violent hiccup. 
STARTS ON PAGE 299 


The story sketch below of 
the threatening Tyranno- 
saurus Rex in “Rite of 
Spring" suggests forked 
lightning as a backdrop 


ANIMATOR 
Carleton (Jack) Boyd- 
"Rite of Spring.” Fantasia 


Drawings from the scene 
as animated show how the 
spectacular flashing effect 
was achieved. Alternate 
frames of black and white 
double-exposed over the 
drawings gave the shim 
mering, dazzling look of 
real lightning. 


Special Effects 


Pinocchio is swimm 


madly to escape the powa 
charge of Monstro the whale. He is surrounded yf 
all dashing for their lives. He finally breaks di 
surface and apparent freedom, but the monstrous 
rises from the depths, and his huge jaws close Wi 
heavy sound on all who had tried to elude him, IUe 
exciting moment—the audience should feel thei 
sion, the suspense, the desperation of the char 
trying to escape 

The animation of Pinocchio is good and does ei 
what is needed for those scenes, The fish fe 
animated and the effects of bubbles and streiki 
speedlines all give the impression of great effo 
speed. But something more is needed, It does nob 
that rich look of a first-class illustration. Is (heran 
way to get a watery effect here? After all, Pinot 


way down there and ought to look different. And what 
about Monstro? How can we make him look huge? Of 
course we need the other characters to be much smaller 
to give the proper scale, but how about some shading 
on the whale? One continuous tone over his entire 
bulk will never give the illusion of volume. What will 
take it out of the thin, flat world of the line drawing, 
and get it into the depth and dimensions of the shaded 
drawing and the painting? 

To get the watery effect, a panel of glass was ground 
with the same type of ripple found in low-grade win- 
dow glass. When this panel was placed over the cels 
under the camera and pulled slowly through the scene, 
the images beneath it writhed and wiggled just as 
objects do when reflected in a lake or especially when 
seen under water, 

For the tiny figures in long shots (figures too small 
to be drawn accurately or painted), washoff relief cels 
could be used since this permitted normal-size charac- 
ters to be reduced to very small size, or blown up 
large, as well as repositioned or even made into multi- 
ple prints. 

To get the shading on Monstro, someone devised a 
“frosted” cel treated to create a tooth on the surface 
that would take pencil, pastel, chalk or crayon, with 
smear or smudge or careful shading. Once the drawing 
was completed in full color—it was really more of a 
textured painting—a special procedure cleared the cel 
to its normal transparency with the artist's original 
work ready to go under the camera. Now artists could 
work in the colors they wanted and the shading they 
needed to explore new dimensions in visual effects. 

‘The men who solved these problems were the skilled 
craftsmen of diverse backgrounds who had been thrown 
together in the catchall department, Special Effects. 
Walt always had been skeptical of theory and philoso- 
phy, preferring to have practical artisans around him 
who could get right down to work with their hands. 
For some reason, he had a distrust of engineers as men 
who designed primarily for themselves without regard 
for the intended use of the product and he refused to 
have anyone on the staff with the title, “Engineer.” 

‘There were only three categories for a technician: 
camera, sound, or special effects. Bill McFadden had 
a degree in aeronautical engineering, which had noth- 
ing to do with either camera or sound, so obviously he 


EFFECTS ANIMATOR: 
George Rowley— 
Pinocchio, 


Small flames generally 
have a mild, undulating 
Pattern, back and forth, 
combined with a slight up 
and down action 


Large flames have an elab- 
orate pattern of dancing 
shapes, curls, parts break- 
ing off and carried up, com- 
bined with violent activity 
within the shapes. 


The magnitude of the for- 
est fire in Bambi was con- 
veyed best by moving a 
distortion glass over a 
dramatic painting. A sepa- 
rate glass was used for re- 
flections in the water. 
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akers, theatrical craftsmen, painters, machinists il 
penters, and the other individuals trained in the pie 
was never mentioned: engineering, TIE 
this conglomerate never knew what they wal 
be doing next or how it might relate either to idi 
training or the last job they had just completed, Ti 
might be asked to find a way to photograph an ume 


ba, or build a whole new camera, or a piece of fl 


ture, design a building, or string beads on black thre 
ars in the firmament, Few people ait 
studio knew who these men were or what they did, Ii 


to represent 


everyone saw that amazing scenes were appearing 


the screen. As one employee said, ** You can't belii 
how many people it takes to do something like Mig) 

Bill Garity, an expert on camera lenses, was ni 
but Walt worked Wil 
n individual basis, asking questions ma 
than assigning jobs. As one of them said, “ThE 
questions Walt asked most were, "Can you do it? a 
What can you do here?" They were called it 


nal head of the department 


each man on 


sweatboxes and story meetings and often just sala 
listening, getting the feel of what Walt was after TI 


igredients of a Scene 


Geppetto and Pinocchio try 

to push their raft into the 

ocean when Monstro the 

whale opens his mouth to 

sneeze. The scene lasts 

= barely four seconds on the 

screen and shows the amaz- 

ing concept of what made 

F a good-looking picture for 

this place in the film. The 
separate parts are: 

A. Monstro's teeth and 

x upper jaw. 

B. Seagulls in distance. 

e C. Wave action on dis- 
tant ocean 

D. Water. running into 
‘mouth. 
E. The raft. 

H F. Water splashes over 
the teeth, rafı, and 
characters. 

G. Pinocchio and Gep- 
petto pushing the raft. 
H.The kitten Figaro. 
Not shown: double-exposed. 
smoke filled the top half of 
the scene, from the fire that 
Pinocchio started. 


G 


The "draft" of the picture 
records each scene by num- 
ber, description, and foot- 
age, as well as who ani- 
mated it. Sequence No. 
10.7 of Pinocchio shows 
Scene 1 as 6 feet 4 frames. 
and drawn by six anima- 
tors. 
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as the pieces of an idea started to come together. Walt 
would start calling in the men who might do the work, 
carrying it to a more advanced stage. “Hey. let's get 
Joe in here—and who's that little fellow who built that 
thing for us? You know, that guy from camera; get 
him in here. too. And see if you can get a musician, 
100; these guys will have to work together. " Camera- 
man, carpenter. stylist, colorist, technician, artisti— 
they formed teams as needed. with no money for 
expenses, no time to research, only their own inven- 
tive minds and Walt's enthusiasm to guide them 

Once they were asked to build an arrangement that 
could hold separate layers of artwork at varying dis- 
tances from a still camera, so that the ensuing photo- 
graph would have the appearance of depth. It was built 
of wood and glue and tape—as Bill McFadden said. 
“You couldn't build anything without tape, y'know.** 
But it worked and Walt liked the result and suddenly 
was talking about building another one, larger and 
more complicated, that might be used for shooting 
animation. This was more of a problem and called for 
engineering knowledge, but on the records it was built 
by Special Effects! And so the first multiplane camera 
was born 

Four years later the men were still working with 
tape and glue, but now they were creating exquisite, 
delicate scenes for the films. Fantasia was a particular 
challenge to their creative minds, with all of its unpre- 
cedented effects. To get wraiths rising from the graves 
in the first scene of Night On Bald Mountain." they 
devised a method of reflecting the artwork onto a piece 
of bent tin, much like the mirrors in a fun house. It 
gave an eerie effect, but to avoid other reflections each 


THE HORIZONTAL MULTIPLANE CRANE 


UNE ACTION CREW NECESSARY 
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© AL LEVELS ARE ADJUSTABLE 
wt BUT THEY 00 NOT TRUCK 


CAMERA TRACK EXTENDS 16 FEET 


frame had to be a three-minute time-exposure with 
room completely dark. With the time needed tom 
all the moves and changes before the next frame co 
be shot. the men barely could do 16 frames an ho 
That was only one foot of film, and some of the ce 
were over 20 feet long! 

Sitting there in the dark. hour after hour, they cu 
not keep from nodding, but someone in the three: 
crew always managed to keep things going by 
out the hour or the footage or the next move I 
made. One of them remembered after an all-night 
sion that he had heard, "Three o'clock," and a 
later, “Four o'clock." but that the next number 
“Six o'clock!" What had happened to five ola 


and slept for nearly two hours before some inner al 
awakened them. 

Early in this exhausting schedule the final 
were made for shooting the last scene in the pictur 
was the ending shot of the “Ave Maria" seg 
which had run into several delays, putting it far do 
on the schedule. There had been many suggesti 
the content of this crucial scene, ranging from 
glass windows to towering cloud formations 
symbolized inner feelings of great magnitude, But 
decided on a long. continuous scene, nearly 220 
length, that would start with an impression of the 
rior of a large Gothic cathedral. From there, the 
era would move slowly and steadily through the din 
lit interior while a shaft of light dissolved in, 
across the image. Then a vertical shaft of light 


spread as giant doors opened on a fantasy word] 


Diagram in the la 


Jarro! 
ara 


slowly through 
tures taken from 
Maria” section in 
show how this look 
the screen D> 


i dawn, giving a spiritual feeling for the end of the 


special effects men looked at each other. No 
era they had could move that slowly and continu- 
why, it would have to be 40 or 50 feet above 
the drawings. Maybe the camera could move horizon- 
, but even if it were put on some kind of little 
age and moved along a track, a crew could never 
ge it in precisely the same place a second time to 
ke the dissolves Walt mentioned. And even if they 
fe able to calibrate the camera moves some way, 
he artwork would have to be on panes of glass at 
last three or four feet wide, and mounted on some 
dof stand, and those stands would have to be move- 
loo. It was out of the question, it could not be 
How would they ever control the light, what 
md of room would they get, and would it not be 
ible to do away with the reflections off the 
? There was just no way that this could be done, 
july in the few remaining weeks before the dead- 
for the picture. 
Walt had the carpenters knock the seats out of 
he end of the sound stage (which was at least 45 feet 
Dis), shut down the recording sessions, and he told 
m lo go ahead! A couple of cameramen, two or 
carpenters, two inventors, and an artist, and the 
pject was begun. A partition was built across the end 
ofthe sound stage, and behind it strange things began 
D appear. A special stand mounted on rubber wheels 
built for the camera, and on the side, pointing 
ly o the floor, was a metal pointer. On a wooden 
Miled to the floor tiny numbers were marked in 
ck and red and blue pencil, all carefully measured 


from one end of the stage to the other. Set astride the 
camera track and the marked rail were large stands 
holding panes of glass with surprisingly little color 
painted on them. Most of the effect would be in the 
lighting and the camera exposures. Today it would be 
called a “Mickey Mouse” contrivance, but everything 
seemed to work, to be sturdy, and to offer the neces- 
sary control. The tape would certainly hold for one 
time through; as with most of the studio set-ups, this 
was never expected to be used again. 

With barely three weeks left before the deadline and 
only days after those men had fallen asleep filming the 
spirits rising from the ground, the crew started to shoot 
this last scene. With everyone carefully checking and 
rechecking, each man made his moves as the lead 
cameraman read from the elaborate exposure sheet 
and the camera inched its way across the stage. The 
crew who had built the set-up stayed on to do the 
shooting, even the carpenters. Since they knew how it 
was supposed to work, it was assumed that if anything 
went wrong they could fix it more quickly than anyone. 

On that crew was a young and eager Bob Broughton, 
who would contribute his talents to the Special Effects 
Department for another 40 years. They shot nights and 
they shot days, and the only time they had a break was 
the one night of the week Walt played badminton on 
the stage from 7:00 to 10:00 in the evening. 

It took just over six days to shoot it all, and the men 
fell into bed while the film was being processed at the 
lab, The next day a very anxious group assembled to 
see how this wonder of wonders looked on film. It was 
beautiful! There was not a jerk or wobble in the whole 
thing, but there was a major difficulty. In one of those 


unfathomable vagaries of the human mind, someone 
had put the wrong lens on the camera; so in addition to 
the magnificent artwork, the camera had recorded the 
stands, the track, and even the busy workers running 
around during the week of shooting! 

1t had to be done over. The deadline was now only 
days away, but this was not the deadline for camera 
work, or for the lab, or for the answer print. This was 
the premiere showing of the picture in New York! No 
picture ever had been premiered with the last 200 feet 
missing. The filming had to be perfect this time. The 
crew shot for three days and nights, stopping for a 
brief rest during the badminton games—then back to 
the figures on the floor and the careful moves. All was 
going well, coffee was keeping the crew awake, and a 
quiet determination had settled over the whole process 
when suddenly, late in the evening of that third day, 
there was an earthquake! Not a big, shattering one, but 
a rolling, shaking movement that froze the men in 
their tracks. Rocking and vibrating before them was 
the line of wooden stands holding the glass panes! The 
men held their breath, but it was over as suddenly as it 
had begun. No glass was broken, nothing was off its 
mark, the track seemed intact and straight, but how 
could they be sure? If they went ahead and completed 
the scene and it turned out to have a jump or a jerk or a 
false move, it would be ruined and there would not be 
enough time to reshoot it before opening night. If they 
started all over again, they barely would have time to 
finish it before that important date. What if there were 
a delay for any reason? Was that cutting it too thin? 
This was a big decision—for someone else to make. 
“The crew went home to bed. 

The next morning the department heads decided it 
‘would be better to chance another earthquake, fire, or 
flood and go for a take they could be sure of; so once 
again the crew rolled the camera back to the starting 
mark, checked the lens, put in new film, and started 
one last time. Walt cancelled his badminton and barred 
everyone from going on that stage. 

With only one day to spare, the crew finished 
shooting and rushed the film to the lab. There were no 
disasters on the stage or at the lab, and the men had 
done a perfect job. While they took a week's vacation, 
someone else jumped on a plane for New York with 
the precious film under his arm, arriving in the after- 


noon with a good four hours to spare! It was 
‘onto the end of the picture and that is the way it 
run night after night until a new print could be made 
the whole last reel.* 

Why did these men work so hard, so persistently 
eagerly? Why did any of us become so dedicated, 
unquestioning, so determined? Was it just that we 
young and that the work was exciting? Each assi 
ment seemed impossible at the start; yet a way 
found to do it, and to do it so well that the whole y 
was awed by the results. The exhilaration of brea 
through barriers to new frontiers was more than 
us could resist, 

Orville and Wilbur Wright wrote letters home f 
Kitty Hawk that they were being eaten alive b 
sand fleas, constantly irritated by the blowing 
that got into everything, half-frozen every night by! 
cold winds, straining to read their diagrams 
ures with inadequate light in the evenings; yet they w 
so excited about what they were doing, so stim 
by the tiny successes of each day that they felt 
kids again and could hardly wait for the light of d 
that would bring them new opportunities." Possib 
every inventor has the chance to experience this sen 
tion, for often inspiration ends up in perspiration, 
compromise and drudgery. Fortunate are those 
have known the exhilaration of the creative proc 

With the beginning of the second World War, 
this came to an end, Our highly trained and 
men were drawn into the war effort where their sp 
skills were more urgently needed. Only a couple oft 
younger men returned to the fabled Special 
Department, but the work was different. Econon 
was calling for experimentation, but in efficient 
‘ods rather than in new fields. 

By that time, Ub Iwerks had returned with his 
type of creative invention. It had been barely a dod 
years since he was known as the greatest ani 
the world, yet now he had given up drawing to e 
centrate on his inventions, finding more prodi 
processes, building new devices, creating 
effects. Part of his genius was his ability to go di 
to the heart of the problem when something was 
working. Where others tried to fix the failing part, 
instinctively went right to the thing causing the pro 
lem. Where others looked for a way to get the 


Ub found a way to make it into something bet- 
He understood cameras, projectors, lenses, cels, 
int, and film, yet he also understood the artist's 
ficulties, the ingredients of a quality product, and, 
ost of all, Walt's dreams. 
Special Effects Department became more 
phisticated, replacing haphazard tactics with orderly 
deedures. Instead of the contraptions built with tape 
such a casual manner, the new devices were built to 
and to last. A machine shop was assembled to 
ake precision instruments and intricate mechanisms 
at would assure repeated quality in the visual effects. 
men in the department became some of the most 
hy skilled in Hollywood and occasionally were 


he unforeseen and enormous problems of Disney- 
Wand Walt Disney World drew Ub away from the 
work, and Eustace Lycett took over the depart- 
i. Eustace was one of the “kids” from the earliest 
and together with Art Cruickshank and the rest of 
crew could handle any problem tossed to them. Sea- 
ped, experienced, creative, their skills were needed 
re often on the live action pictures than on the 
rely budgeted animation features. For The Black 
le, they had to think up the answers before anyone 
ite aware there would be a problem. They knew 
would have to be a device that could hold a 
piel spaceship and move it in every possible man- 
In addition, they would have to have a camera on 
ount that could make any move to match, and the 
ple would have to be coordinated by some mechan- 
‘mastermind. They sat around in a circle, di 
sing, first, what they would have to have; second, 
lat type of thing would do it; and, third, how such a 
ag could be built. This approach was reminiscent of 
g the homemade contraption for the last shot in 
a sults were dramatically different. 
men developed something so intricate and com- 
ed, yet so simple in appearance and operation, 
fitit seems to be a highly sophisticated robot—which 
st what it is, although they prefer to call it a 
nputerized camera." As long as these men can 
up with answers before we realize there is a 
| the films will continue to combine fantasy 
believability in a very real way. 
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Color 


Before 1932, the only full color cartoons anyone hi 
ever seen were in the Sunday newspaper comics, soit 
was only natural that when the first animated carton 
appeared at the labs, the technicians tried to m 
their harsh and gaudy and brilliant colors. When 
original art material was sent over to show the delica 
‘gradations that had been so carefully painted, the re 
tion was still, “Why do you want that? This has 
punch and sock to it!” Gradually their attitude chan 
but somehow the film did not, For years Walt batt 
with Technicolor to get them to give him the exact 
colors his artists had painted, until everyone began 
realize that it was the color system in the film itsel 
that was too crude to control to such a fine degree, 
It worked quite well for all the hues in a mid 
value, but once the colors started getting to the li 
shades they bleached out quickly. Teeth that were 
posed to be merely clean became so chalky they fil 
leaped out of the mouths, whites of eyes glared lik 
headlights, soft foam on water looked like piles d 
popcorn. And on the other side of the scale, anythin 
slightly dark went almost black. 
To get a cream-colored dress or a soft bluebird wa 
not easy, and a black dog, like the Scotty in Lady d 
the Tramp, was almost impossible, If he were p 
darker than a medium value, he went too dark to 
any detail or facial expression. Careful shades of p 
had to be selected, and the feeling of a black dog 
from painting the backgrounds very light behind 
Every color system on film has its own st 
and weaknesses that somehow must be mastered 
the craftsman who wants to put his color theories 
the screen. It is often an annoying and frustrating ga 
ble but it is worth the effort if one is at all co 
with the appearance of the product. T. Hee, bri 
caricaturist, stylist, and director, claims that, " 
is equally important to the drawing itself." It supp 
the whole idea being presented, certainly, and it c 
trols the mood completely, leading the audience 4 
surely as the music track from one feeling to the. 
More than that, colors have their own vitality, 
characters as well as situations exciting, restful, 
or even funny. 


The delineation of any personality almost starts with 
t. Costuming has been an essential part of the 
ler from the beginning, but slightly less understood 
many is the impact and potential of the colors them- 
es. T. Hee is more sensitive than most when he 
"On some of the caricatures . . . I would make 
Ps face green, because of his character . . . he 
ook good in any other color. . . . And other 
1 would make their faces completely red, and 
ir faces were not red. . . . Red is vibrations and 
en is vibrations and all of it is electric and it's alive 
if you're around a person for a little while . . . he 
on a color!” 

color sense is like any other talent; an artist either 
or he does not. Relative values can be learned, 
the primary approach always will remain, making 
artist orthodox or sensational, dark and mystic or 
kling, realistic or abstract, no matter how well he 
T leams to put colors together. This is a constant 
nto the producer who wants a special feel to his 
M Even if he has a dozen color stylists and back- 
ind painters, seldom will any be exactly right for 
proposed subject. There must be conferences, crit- 
ms, suggestions, and expert guidance to obtain a 
that has the full compatibility of idea and graphic 
entation, 

he man selected will have the responsibility for 
not only a color key for the whole picture, but 
appearance of the characters in the various 
. The director always may have visualized 
vine in a pink gown, but if pink does not fit the 
br scheme being suggested, he had better be pre- 
d Io change his concept, perhaps radically. The 
eral world of a “Nutcracker Suite” or the quaint 
‘of Geppetto's house only can evolve as the 
ors work together perfectly. The background man 
m will have complete authority in this area, since 


help comes from the Color Mode! supervi- 
ho must have considerable ability to qualify for 
job. She knows the Ink and Paint Department well, 
what is easy to do and what is difficult and time 
ing, approximately how much any process will 


cost, what colors are available, and even which ones 
are stable or cause problems. In addition, she is a fine 
artist and has a good color sense. She knows how 
much the thickness of a cel will darken a color and 
what to mix to compensate for the loss. To the un- 
initiated, the list seems endless. 

As one of the women put it, "You had to know 
every other aspect of the business to do your own 
work, and be creative about it. . . . We're like a liai- 
son between all the departments.” 

Finding a set of colors that will work with the gen- 
eral scheme, the specific background, and the needs of 
the character is only the beginning of the problems the 
Color Model expert faces. All of the earlier work has 
been done on paper with a variety of techniques, and 
now a way must be found to achieve an equivalent 
effect in flat shades of tempera paint within outlines 
on a cel. Handsome, appealing characters like Jiminy 
Cricket or Thumper look so right that the average 
person has great difficulty in imagining their being 
any other way, but they all took imagination, dedica- 
tion, and persistence. 

One small example is the expense that will be 
incurred in putting any character on the screen, To 
begin with, each color represents an expense in itself 
by the time it is mixed, put in small jars, dispensed to 
the painter, put in the exact area on the cel, and then 
allowed to dry. Each use of color adds an additional 
expense, so the Color Model advisor speaks up early 
when she sees a bit of questionable detail on the ani- 
mator's drawings. That item will have to be drawn 
many times, have a color selected, be painted on hun- 
dreds of cels, and, finally, checked carefully. We were 
told, "Each button costs ten thousand dollars!’ and 
we became very selective in our decorative additions 
to the characters. The question is constantly asked, 
“Is it worth it?” “Do we really need that extra but- 
ton?" “How about the buckle on the belt—does it 
really need three colors?” 

Jiminy Cricket had 27 colors in Pinocchio, but when 
he appeared later in the Mickey Mouse Club films that 
number was cut to nine, Almost any character will 
have that many colors, no matter how simple he is. 
‘There are always lots of little places to paint, such as 
inside the mouth, the eyelids, the bottom of the feet; a 
person does not ordinarily think of these as having a 


ferent color, yet it is needed for definition. 
Everyone knows if the character is a drab little guy, 
i lamboyant extrovert, a deceitful villain, a sweet 
motherly type, but the selection of the exact colors 
go together to create this appearance is a matter of 
rsonal preference. The better the taste and judgment 
the color model experts, the more handsome the 
acter will be. These challenges are compounded 
the fact that colors that appear right in a daylight 
g become garish against a nighttime background. 
a different set of colors will have to be chosen 
or the night scenes or for some other unusual sequence 
ha special lighting or mood. And the problem does 
stop there, 
It is not enough to choose colors for one character 
vill work throughout the whole film. His colors 
lso must be related to those of all the other characters 
pearing with him in all the sequences; and, inevita- 
ly, the shades and hues that seem perfect for one 
e clash and fight with the perfect selections for 
haracter beside him. Then when that annoyance is 
| the next sequence introduces new figures who 
et everything that has been decided up to this point. 
here is still more. Often there will be more than 
character representing a general type of person in 
ory. There might be two bad guys working as a 
| or three fairies who are always together. The 
ie, of course, was seven dwarfs. Setting the 
‘models is a difficult and time-consuming proce- 
e It takes more than one nice sketch to find the 


the picture is designed to be realistic, bright col- 
on the characters will be a problem, causing the 
kground painter constant headaches as he endeav- 

fit the figures back into his painting or maintain 
ceessful color scheme for mood. Snow White run- 
‚through the woods in terror is a good example of 
hrs that adapted as well to the threatening forest as 
had previously to the sunny glade where she had 
n picking flowers. Muted colors and a moderate 
it of hues give the painter far more latitude in 
g exciting pictures on the screen. A character 
[is all one color will limit the backgrounds to about 
is of colors for the whole picture; any other 
ations will be muddy, too light, too colorful, 

or just bilious. 


Black is a complete absence of light on the screen 
and thus becomes a hole rather than a color. While it 
may add accent and sparkle to a still drawing, it has a 
tendency to suck the life out of the object when it is 
projected. In Sleeping Beauty, the bodice of Merry- 
weather's peasant costume was black; and while it 
made a brisk pattern in the overall design, there was 
an amazing loss of vitality in the scenes in the color 
print compared to the rough pencil animation. 

Black details also tend to blend into the darker areas 
of the backgrounds, causing them to lose their identi- 
ty. The marcelled waves of Captain Hook's hair in 
Peter Pan caused much consternation in the Inbetween 
Department because the contour could not be a straight 
inbetween of the lines, but had to be a complete draw- 
ing of the hair in a new position. However, his hair 
caused even more consternation in the final film as it 
faded into the dark shapes in the background in scene 
after scene, We could have saved ourselves a lot of 
work and money if we had known that the colors 
behind him were going to be that dark. 

Asa film, Pinocchio is undoubtedly the most gor- 
geously intricate that ever will be done. Fantasia had 
more impressive scenes and visual surprises, but for 
richness of handcrafted detail, Pinocchio will never be 
surpassed. Walt knew that he wanted a picture with a 
great feeling of atmosphere, with dimension and space 
in the backgrounds. He wanted dimension in his char- 
acters too, with an emphasis on depth and roundness 
in the actions. To aid in this, the Color Model advi- 
sors, working with the background painters, the color 
experts, and a special group of effects animators had 
developed several techniques that changed a flat area 
of paint into a rounded form. They used a blend that 
was rubbed on, drybrush that was stroked, and air- 
brush that was sprayed on. 

Gradually one department after another was created 
to control these special processes. The airbrush depart- 
ment alone had over twenty women in it, all adroit at 
controlling the delicate spray that softened harsh areas 
of color. The kitten Figaro had both airbrush and 
drybrush on his face to give him the soft, furry look so 
typical of a kitten. Since there was no way of making 
these particular effects exactly the same way twice ina 
row, there was bound to be a flicker and a crawling 
when it was finished, but it helped the appearance so 


much that the decision was made to use both tech- 
miques. 

It was imperative that this work be started early so 
there would be time to experiment. This had the added 
advantage of keeping the whole crew excited as they 
saw new effects being created for the picture even 
though their own part of the production at that time 
might have been minimal or routine. It also gave the 
animators a chance to make their own suggestions and 
even to incorporate emerging ideas into their handling 
of the characters. When Walt started Fantasia, many 
of the pictorial suggestions were so different from the 
standard appearance of cartoon material that a special 
crew of color experts was combined with the techni- 
cians and cameramen to see what could be done in this 
new direction before committing the whole studio to 
the project 

Typical of the new men were established painters 
such as Lee Blair, Elmer Plummer, John Hench, and 
painter-teacher Phil Dike, who was put in charge of all 
color. Everyone was encouraged to experiment in tech- 
niques, design, and effects. As John Hench said, "That 
was one thing; if you wanted to do something Walt 
would let you do it."" John got into backgrounds, which 
soon led to a curiosity about what happened in cam- 
era, He had done some photography, so he tried dif- 
ferent tests to see what effects he could get. This led to 
three years in the fabled Special Effects Department 
doing everything. At one time he even did some effects 
animation, His sense of design led to work at WED, 
the “Imagineering” subsidiary company that created 
Disneyland and Walt Disney World. He later became 
‘one of WED's chief executives. 

Walt tried these men here and he tried them there, 
as he found out what they could do best; and with his 
incessant drive to place an individual for maximum 
creative output, he started them developing his radical 
ideas for a concert feature film. Like the stylists, they 
Were unhampered by past experiences on cartoons, 
and were free to express an idea in the medium that 
best suited them, without regard for how it eventually 
could be duplicated on cels. 

At one meeting, Wal's eye was captivated by a 
series of soft pastel sketches on black paper showing a 
tiny fairy spreading dewdrops on the plants at night 
Walt particularly liked the delicate handling and the 


glow that seemed to surround the figures, and he wan 
both of those features kept in the final form, no 
how it was done. To the assembled artists, some old 
and some new, he said, “I say there are possibilities 
those backgrounds down there . . . and with our de 
drop fairy there's a chance for a different treatment 
Get away from the vivid colors and get a night col 
for her. . . . Our backgrounds should be done in 

fantastic way when rendering them; so | say, lets 
‘open up and give us something that hits us, BOOM!" 

When the meeting was over the puzzled technician 
asked each other, “How the dickens are we going 
get this thing on the screen?" The new artists 
dered, too. Obviously, more painting was not 
answer. They would have to explore all the technic 
devices and processes that might help them, as wella 
think up some new things to try in every area, Studyi 
the sketches, they gradually found certain elem 
that could be drawn, and others that would have | 
rely on what the camera could do: the lenses, 
filters, the double and triple exposures. Still oth 
might be handled with special work on top of the el 
airbrush, oils, smudges, blends. 

They tried a first test and looked at it long and! 
"Gee— it doesn't look anything like the sketch 
liked; what do we do now?" All the experts sat 
these showings, offering suggestions from their oV 
limited knowledge, and the materials were prep 
for a second try. Finally a way was found—it m 
have taken as many as twenty separate exposures 
the camera, or a mask to block out light from 


inative exploration, but each eventually surp 
original sketch in every way. Those dewdrop 
glowed and shimmered, were feminine and d 
and worked in backgrounds of pure magic. 

The white ballerina blossom that floated so gra 


she still looked too harsh, too chalky. The scen 
shot again with a slight diffusion that helped, 
was not until separate exposures intensified the | 
that she seemed to glow with a pristine beauty, fil 
and radiant. Elmer Plummer had designed the s 
knew what he wanted in values, and worked 


Effects until they got it; but he still 
ground himself to be sure that it would 

ook just the way he wanted it. 
Elmer explained his position this way: “I was a 
bona fide artist and had pictures hanging all over this 
country, watercolors and oils, and all of a sudden 1 


found myself doing story sketch in pastel, but done in 
Such a way that it was hard for a guy who was not a 
pro who did not know the technique—to put it down 
It relied on this uncompromising 


the same way." V 


insistence on exact values and relationships to get the 
new effects he was seeking on the screen. The com- 
mercial artist who might say, “That’s good enough, " 
would never have the persistence or the judgment to 
know the difference. It often took great persistence. 

One of the most impressive scenes in that sequence 
is the pride of the harem in the Arabian Dance, the 
delicate, white fish with the long flowing tail, sur- 
rounded by her bevy of maids. As their black, semi- 
transparent tails enshroud her at the start, there is a 


filmy light provocatively gleaming behind this host of 
veils. Never has an object on celluloid looked so diaph- 
anous and delicate. When this effect finally had been 
perfected, it presented an enormously complicated job 
for the cameraman, but that was nothing to the shock 
he received when the completed scene was brought to 
him. 


The stack of drawings was far more than one man 
could carry—the scene was over 100 feet long—and it 
looked like a small mountain, for it included not only 
separate drawings for the fish but for all of the spar- 
Kles, the effects, the shading on the tails and the fins. 
Each level added another group of drawings. In fact, 
the scene had been so unusually large that the anim: 
tor, Don Lusk, and his assistants had been the subject 
of several gag drawings showing them dwarfed by the 


scene or buried under layers of paper. The action 
tually was broken into three scenes, which made 
easier to carry, but it still took just as long to shad 

he success of these glorious scenes was duel 
large measure to Phil Dike, the studio’s color coon 
nator. He had an ingenious solution to the problemi 
getting a satisfactory result from the elusive capabi 
ties of the film being used. He asked Technicolor i 
print a scene as far to the red side as they could ( 
they called “‘out of line’’); then, graduall 
sive prints, he had them come back, one stop al 


on succe 


time, to normal. Then he ordered the same thing 
the blue. This way he knew what he could ex 


what hues were on his palette, and could work (0 


limitations. 

These experimenting artists had further diffiel 
with the slightly more organized departments 
surrounded them of telling one pt 


Walt had a w 
son to go ahead and get what was needed, to do 
essary to complete the job—without te 


ever was nei 


any of the other people who would be involved in 
e new men went to another dei 


a project. When the: 
ment and announced that they had to have a 
thing, or something had to be done a certain wa 
they needed six inkers right away to do some 
directly for them, there were all sorts of depart 
jealousies and wounded egos. Supervisors were 


to solve new, unheard of problems, run their dep 
ments efficiently, and still give Walt what he wa 
so, when some outsider came in with an idea of fl 
over for a while, there naturally was some confictN 


one could ever run to Walt and ask him to stri 
out or define lines of authority, so each man had 10h 
his own diplomat and do what he could to get ol 
cooperate 

That was the worst part of Phil Dike's assigna 
He was respected and he was liked, but he hadia 
entirely through other people and their depar 
with words as his only tools. He could not painti 
them, or shoot it for them, or change a lens forth 
and since he worked primarily with other artists 
was no end of opinions on what the color should 
and how it could be obtained. But Phil was very 
lomatic, always took the blame, and somehow 
that the most beautiful scenes ever done in anim 
were captured forever on film 


and Paint 


fe comes a day when the animation drawings have 
completed. The scene works in continuity, the 
facter acts as he should, his expressions communi- 
strongly, the layout supports his actions, and the 
Is of costumes and props are all accounted for. 
day, a big check goes up on the production 
But the drawings are far from finished. They 
We been approved as working correctly. Now 
y must be put into their final form, the way the 
pe will see them. 

twenties, the drawings were inked directly on 
pers they were drawn on, with no shades of 
except for textures, dots, and decorations that 


in the picture for every single frame. Winsor 
ay had felt that this constant tracing brought a 


ed them of making a commer 
he had developed. 

Inmoved by this criticism, the men in the studios 
ed to search for easier and quicker ways to get 
films completed. As long as the background was 
cel on top of the drawings, the action of the 
was restricted to the open areas, and this lim- 
the types of gags that could be used, Then one 
{wondered why the figures could not be on the 
hile the backgrounds were drawn on the paper 
kath, Instead of being done as simple ink draw- 
both the characters and their locales could be 
ed in all the shades of grey as well as black and 
y As long as the paint used was opaque, the 
Ed figure on the cel would block out the parts of 
ackground he was covering, while the clear cel 
litle effect on anything else in the scene. Earl 
credited with this discovery, or invention, and 
1 been no essential change in the procedure in 


trade out of the 


one thing to say that the drawings were traced 
the celluloid, but quite another to do it. Anyone 
has tied to draw on glass with a pen will recall 


that nothing might come out of the pen at all, except a 
long. fine scratch. You draw slowly, you draw fast, 
you make little strokes, you use sweeping lines, then 
suddenly, for no reason, Ggrbloob! a huge splatter of 
ink comes out all at once. The same is true of tracing 
onto a cel. It seems the ink must be “floated” on 
rather than etched in to be successful. 

In New York, it was felt that only men could master 
this difficult art; in Hollywood Walt assigned two 
women to the job, and when he could not pay them he 
married one and made the other head of the Ink and 
Paint Department. The two ladies in question never 
denied the story, although they exhibited knowing 
smiles as they listened to Walt’s retelling of it over the 
years." 

Mary Tebb remembers the days that followed be- 
cause she inked all of The Skeleton Dance by herself, 
ribs, skulls, and vertebrae. She asks herself now, "How 
did I do it? I don't know. I was young. I see it now and 
I'm amazed!" But it was simpler then with a heavy, 
untapered line around everything and none of the 
refinements that would make each cel such a work of 
art in only a few more years, It was Walt, as in all the 
other functions, who gradually raised the quality; he 
asked in a way that showed he expected the girls to be 
able to do it. In Mary's words, “That’s what made 
him great, I think, because he brought out from us 
more than we thought we had, " 

Painting is not as difficult as the inking, but it still 
takes patience, organization, and considerable skill, 
Mary explained the job this way, **You have to learn 
how to do it right first: learn how to mix your colors, 
read your model, put the right paint on the right 
thing—how to dry it—and be sure you don't do it on 
the front side of the cel instead of the back. It sounds 
easy, but it's amazing how many people can't do 

On drawing after drawing there are little areas that 
could be anything: part of the flowing hair, the skirt, a 
tail, a ribbon, or even a hand behind the back in the 
middle of an action. Looking at the drawing by itself, 
there is no way of telling what it might be, or what 
color should be put on it. Sometimes a check of the 
drawings in sequence will reveal the identity, but often 
a full conference must be called. "What is this thing 
showing through here supposed to be?” To avoid this 
kind of confrontation, the animator's assistant usually 
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was inked in the 
r but the effect 
ke clown make- 


Fora more natural look on 
‘Snow White, th 


delicate tint of rouge, care- 
fully rubbed on top of the 
‘cel, and a little drybrush 
on the black hair to soften 
its contrast with creamy 
skin. 


Example of drybrush is 
shown on Geppetto's hair 
in this sample cel from 
Pinocchio. 


The completed cel of Cleo 
in Pinocchio shows the 
combination of self-ink 
lines, transparent paint (on 
the fins), and the subtle use 
of "blend." 


es little notes on his drawings explaining any mys- 
is forms created by the movement. 

The women who had worked up to the more impor- 
nt jobs continually were looking for ways to make 


lo see crude, barren work going through the plant, 
en though they knew that probably. in action, these 
awings would do the job. Still, if the drawings could 
de to look better, to have a bit of shading, or a 
« or one more color, or a bit of detail that 


oking at a cel of Snow White, some of the women 
the black hair looked unnatural and harsh, so 
y tried adding a wisp of drybrush in a lighter grey 
often the edge of her hair. It helped immensely. so 
y proceeded to add it to every cel all through the 
with no indications from the animators, and 
to guide them but their own sense of what 
ked right. This had to be done on top of the cels, 
€ only way to be sure the effect was working 
None to the next was by flipping the whole sheet 
lluloid, heavy with paint. It was tiring and risked 
ing the paint, but there was no other way. 

No one quite remembers who first suggested the 


ge that is a separate color must have an outline 
itdefining it from the area next to it. The hat is 
lor, the hair another, the face still another, and 
on, When these outlines are done in black ink, there 
Wy, crude look that is fine for Peg Leg Pete but 
ceptable for more delicate characters. Colored inks 
E tried on the first color films and were an improve- 
1, but when a look of quality and careful shading 
needed, they were still too strong. So someone 
‘up with the idea of inking with the same paint 
ould be put on the back of the cel. This paint 
d down to the consistency of ink and made 
ily darker to match the greying effect of the thick- 
Sof the cel on the color beneath it. Now there was 
line that was scarcely noticed on the screen. The 
open for soft color changes on any form, the 
shades and subdued values that gave the beauty 
had been seeking 


This type of refinement was particularly needed on 
feminine faces whether they were human or animals 
A strong outline around any parts of the head changed 
the feeling, as indicated by this note from a Pinocchio 
directive: "When Pinocchio is a puppet, before he(_ 
comes to life, we are going to have the black line 
where his neck joins because it looks mechanical, but 
when he comes to life, it spoils the cuteness to have 
those lines in black so we just ink this in the same 
color as his neck so you don't get any hard edge here. " 

Before long, the characters had more colored lines 
on them than the black, and they became so involved 
that the Color Model experts had a whole page of 
notes on just the inking, aside from the notations of 
the colors themselves. The name accepted for the col- 
ored line became a "'self-ink line, " and even after the 
inkers were replaced with duplicating processes, there 
was still the need in critical areas for this kind of 
finesse 

Still more refinements were suggested—many more. 
One that was quite important for a few years was 
called the “blend,” a waxy little crayon that came in 
various colors and could be rubbed on top of the cel to 
slightly darken the color underneath. With the realistic 
painting and strong dimension in the backgrounds, the 
cels with their flat colors were beginning to look like 
display cardboards. The self-ink line leading to another 
shade had helped, but now with a transparent smudge 
effect available in the blends, a turning edge could be 
suggested. As with the drybrush, it required flipping 
the painted cels to be sure the work followed through 
in both placement and density from cel to cel; it took 
time and judgment to put on just the right amount in 
the right places, but it added much to the appearance. 

The blend was such a successful addition that even 
Mickey and Pluto were given a face-lift in The Point- 
er. Mickey's cheeks were not only round and shaded, 
but they had a light bit of healthy color; Pluto's 
wonderfully flat lack of anatomy suddenly sported 
shading that made him look like a collection of old 
telephone poles. In the next picture, he had all of his 
former cartoon floppiness restored. 

However, when the blend was tastefully used it cre- 
ated marvelous effects. In some cases, the self-ink line 
would be rubbed off after the area had been painted, 
and the place where the two colors came together was 
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covered by the blend so that it became invisible. Walt 
was as amazed as anyone. "This is very effective! I 
think we are certainly on the right track." Then, 
remembering his continuous financial problem, he 
cautioned, “But let's be very sparing with this blend 
and those things. That is what will hold up the works; 
all that blend will slow it up." Later he commented 
again, “I say watch this blend business, and not do a 
lot of unnecessary work. It is too expensive, too. We 
must keep from going broke on this picture." 

Most of these innovations had been worked out by 
the Ink and Paint supervisors and the Color Model 
advisors since the rest of the department was too busy 
producing the cels to do any experimenting. Walt 
asked, "Can't we do something here. . . 2” and the 
women thought back to their art school days, or their 
childhoods, for any materials that might give a new 
effect. As the demand grew for this elaborate decora- 


tion, a whole little department evolved, consisting 0 
people who were adept at their own special effects. 

When that mammoth scene of the fish from th 
“Arabian Dance” arrived at Ink and Paint, it was 
group who put the transparent paint on the fins, 
drybrush on the tips of the tails, the sparkles inf 
water, the highlights on the bubbles—all the 
work that had to be matched and checked and folk 
through until finally the cameraman placed them 
his pegs, one by one, in successive exposures, o € 
ate the mystic and shimmering spectacle of this 
torial harem, The trails of fairy dust marking the pal 
of the dewdrop fairies, Tinker Bell in Peter Pan, 
every other object glowing with iridescent matter 
the work of this specialized crew. Difficult 
manding as it was, it was the essence of fantasy. Si 
and animation, layout and background, special e 
and camera could all create incredible illusions, 
the visual stimulation that came from this patience 
care and skill added a touch that could not be d 
cated by anyone else. 

Actually, there was more involved here than ji 
aríistic endeavor. The transparent paint that produ 
the appealing filmy effect on the screen was 
from the bile of an Asian ox, and was smelly 


unpleasant to use. When this paint was empl 


asia called for the 
elaborate cel work 
attempted. This orig. 
i cel dating from 1939 


transparent paint 
le=all in addition 10 
dificult job of traci 
pencil drawings in the 
place. 


[combination of stipple 

inking in a variety of 

NUS used to repre- 

Ii fairy dust and sparkle 

Here, Merry- 

ther shoots a bit of 

le from her wand in 
Beauty 


shadows, it was imperative that no outline be seen, so 
the inkers had to trace the drawings onto the cels 


n 
what amounted to invisible ink. The painters com- 
plained that they not only had to work fast but could 
not even see the line they were working to! 

The washoff relief cels had the emulsion on the 
back of the cel where the paint was to go, and extreme 
care had to be used or both would come off the cel 
together. Becky Fallberg, who was later head of the 
department, says, "Oh, it was horrible! Everybody 
moaned when they got those kinds of scenes." There 


even was trouble with the cels themselves, especially 
when the only ones available were made of the highly 
flammable nitrate. One shipment would be yellow, 
one grey, one set would buckle, the next would warp, 
and all would shrink once they were cut to size 
When the animation on Bambi started filtering 
through the Ink and Paint Department, a new problem 
arose, The legs of the deer had to be strong and rigid 
for the animal to be convincing, The assistants and 
inbetweeners in the animation building had taken great 
care in practically tracing the legs during a scene of 
little movement, but now the inkers found they could 


ork were 
all the 


prehen: 
has this 
Tramp, 


not copy these drawings accurately enough to avoid 
the jitters and wobbles that always managed to ci 
in, Since the moves were so small and no knowledge 
of animation principles was involved, the Ink and Paint 
artists suggested that they do the inbetweening on the 
cels, eliminating the extra drawings that were causing 
the trouble. There were many days during the making 
of the picture that they regretted having made the offer, 
but the results were magnificent 

This type of dedication, in addition to the ten long 
weeks of training before anyone even was hired, led to 
the most beautiful inking ever done. The tapered lines 
and the sure, deft touch made each cel a work of art. 
Before the war there were many talented candidates to 
choose from for this work, and the ones selected were 
fine artists in their own right. Betty Kimball admits, 
“The inkers were very good at drawing. . . . They had 
to be, because they had to get that feeling of the ani- 
mator's drawings in their ink lines, and it's very hard 
to control a pen on that slippery celluloid.” 

Mary Tebb felt that the morale of the staff was 
reflected in the work they produced. “I think that's 
one reason why the product itsel still beautiful 

because it was done by dedicated people." There 
is certainly some elusive reason why the pictures never 
look dated, beyond the styles and fashions in both art 
work and humor. 

With the second World War came economic prob- 
lems, and the immense staff of highly skilled special- 


ists no longer could be held together. When peace 
returned four years later, the concentration was om 
better ways to achieve the same result that once had 
cost so much in time and effort. Since no records were 
kept in that era when procedures changed with 

scene, gradually people forgot how things had beet 
done. Before long, the equipment that once produce 
the great effects—the drum that had cleared the fro 


newcomers walking around the lot at noon wor 
why anyone would keep junk like that around, Just 
few years later, it was thrown out because the interes 
was in new procedures. 

The primary concern was to free the inkers from! 


Tedious process of endless tracing, so they could devote 
their time to things that really counted. There was a 
drive on the part of the animators at the same time to 


find some way to duplicate accurately their own crisp. 
Strong drawings on the cels. The women were good, 
Nery good, but their work was still a tracing, and 
Iracings never have the vitality of the original. In the 
lite fifties, Ub Iwerks adapted the Xerox process to 
Dur needs, creating a great machine that copied the 
Gawings on an electrically charged plate. There was 
Very litle delicacy in the result, and a light line was 
{pl to drop out entirely, but the 
Wis there, strong and irrevocable 


nimator’s drawing 
the blackest of 
lines. In fact, this heavy, black line put us right back 
into the 1920s, before the refinements of inking had 
begun. 


Other colors that the Xerox Corporation could offer 
were no better, so we attempted to make the dark 
outline look more acceptable by using it as the style of 
the whole picture, backgrounds and all. /0/ Dalma: 
tians was the result, spearheaded by the multitalented 
Ken Anderson; the linear quality of the artwork gave a 
crisp, handsome look, especially for a film about black 
and white dogs. The animators were very pleased, but 
Walt felt it lacked the delicacy and the care that the old 
pictures hi 


achieved. Many in the audience felt the 


same way, saying that they missed the elegance of the 


prewar films. It was not until we had perfected a grey 
line for The Rescuers that we were able to lose the 
harsh outline and regain a soft look, That simple 
change brought raves from critics who claimed we 
had developed a whole new style for this picture 


ted the faith- 
reproduction us- 
w Xerox process 
hand-inking the 
they missed the 
in the faces that 
lines had given. 


Many stories seem to call for a final shot of the 
main character walking away into the distance while 
the camera pulls back slowly—usually up into the sky 
for a picture of the sunset or the moon or a title that 
says, “The End.” This was always almost impossible 
to animate, because of the dual problem of making the 
figure just the right amount smaller with each step 
while keeping the same spirit throughout. The camera 
usually pulls up into the sky because the character 
looks so terrible that he is ruining the whole concept; 
and, even though the scene needs to continue for at 
least nine feet, it would be impossible to keep him on 
the screen any longer. 

But with the Xerox machine, all that has changed 


We need to animate only one complete step of | 
character walking away from us, and it can be 
size convenient for us to draw. Once the acti 
checked and approved, the drawings are sent to! 
Xerox Department where they are blown down. 
correct size for the scene. More than that, the. 
ings are repeated over and over, smaller each ti 
that theoretically our character can keep walking 
ever. From a practical standpoint, the painters 
im after he reaches a tiny size, but usually 
point is not reached until the needs of the scene 
been well met. 

The one problem that remains to be solved is 
about by the very procedure that saves so much e 


ıfrom The Rescuers. Thin pencil lines and a medium 
i toner in the Xerox machine finally gave us the soft 
ance once more. Colored lines added to a cel of this 
recaptured the delicacy we had enjoyed with the inking. 
fraction of the cost. 


py small, insignificant, hardly noticeable error in 
ovement is magnified by repetition. A slight limp, 
gimpy walk, an unnatural roll to the body. a foot 
il picks up too high, a leg that pushes into the ground, 
little thing that would never be noticed in one step 
ordinary scene, becomes amplified with each 
until the character looks as if something is 

ind as the camera soars up 

D the sky, most of the audience is wondering if 
one should not go help the poor fellow before itis 


continues to be a need for good inking. but it 
sin small areas where a self-ink line is used or where 
ome interesting effect is desired. The long hours of 


endless ‘copying have given Way toi special work hall VA 


requires the same skills, but now the inkers can con- 
centrate on just the things that will make the picture 
look its best while costing the least. With a giant 
machine to take over the dull parts of their jobs, they 
now can devote their time to the projects that a machine 
cannot do. 

From time to time, the key creative personnel felt 
that some of the Ink and Paint artists who had done 
superb work should get screen credit for their efforts. 
It would be impossible to mention everyone, of course, 
but a few, with unusual talents, or that extra bit of 
dedication, should be recognized. This never occurred 
for several reasons. First of all, in the early years, no 
one got screen credit. Walt had known that the audi- 
ence would respond better to one name—one product 
that easily could be remembered—than to a long list of 
‘unrecognized names. Still, he was appreciative of crea- 
tive effort and felt the person who did an outstanding 
job should be given credit for it. 

On the comic strip he had tried to replace his own 
name with those of the men who actually were doing 
the continuity and the drawings, but he was told by the 
syndicate that such a change would kill the strip. The 
public knew Walt Disney and that was the name they 
wanted to see on the drawings, regardless of who 
made them. When he embarked on the feature films, 
however, there was a precedent already set from the 
live action films that justified the naming of his key 
people. But by that time, there were over 600 mem- 
bers of his staff putting in long hours, working with 
complete dedication to the studio and devotion to the 
films. Most of them were unconcerned about screen 
credit, preferring to be known as just part of the team. 

Stil, it was impossible to list even half the number 
of people who really had struggled to make each film 
an outstanding experience for the theatergoer.” Assis- 
tants, inbetweeners, cutters, sound men, cameramen, 
and, especially, the “girls” in Ink and Paint had to be 
left out, even though the films could never have been 
made without their sustained efforts. Some people 
claimed that this work was only a craft and not at all 
comparable to the creative thinking done by the “men 
the main building,” but we relied heavily on their 
skills and their ideas, and they never let us down, We 
loved those girls. Still do! 


Jim Macdonald makes the sound for Evinrude in The Rescuers. 


fous rhythms that enter into our lives every dav.” 


was still being done on the last segments of 
a when the Bambi crew moved into full pro- 
‘and Walt was kept hopping from one projec- 
10 the next to keep up with the reels as the 
pressed. One day he was called into a meeting on 
t fire sequence in Bambi just as he finished 


‘eager to present his ideas on the score he was 
. Halfway through his presentation, Walt 
pped him and asked the projectionist if the Fantasia 
¿were still up in the booth. They were, so he 
¢ from the Pastoral Sym- 


lo the drawings. 


n it was over, Walt turned and said, "There, 


But, Walt—that's Beethoven!" 
responded, "Yeah. .. ?" and waited to hear 
reason why Ed could not write the same sort of 
twas no more than what he asked of his whole 
after day. 
is undoubtedly the most important addition 
be made to the picture. It can do more to 
fe, to give it integrit 
;, meaning, and unity than any other single 
. With the surge of a full orchestra, there 


i. The Disney Sounds 


itive music is, how natural it is for people to want to go to music—a study of rhythm, the dance—the 
Walt Disney 


will be bigness and majesty and soaring spirits; with a 
nervous, fluttering melody line on a single instrument, 
or pulsating drumbeats, there will be agitation, appre- 
hension, suspicion. Music can build tension in com- 
monplace scenes or ease it in ones that have become 
visually too frightening 

At times there is value in playing counter to what is 
being seen. Chaplin writes of his troubles in getting 
arrangers to realize that the music behind his tramp 
character should not attempt to be funny, but should 
strive for an emotional dimension. "I wanted the music 
to be a counterpoint of grace and charm, to express 
sentiment, without which, as Hazlitt says, a work of 
art is incomplete." 

Still other times require the music to express an 
attitude that cannot be shown strongly in moving draw- 


ings. Feelings of isolation, rejection, an awareness of 
beauty, a sense of growing strength, of hope, of 
devotion—these are all inner emotions that are diffi- 
cult to show. Fortunately, this is the area of greatest 
strength for music, and the musician who feels the 
mood in your film can make it all intensely moving 

Since music is so closely associated with most of 
the major events in our lives—nursery songs, camp- 
fire songs, school songs, religious songs, dances, 
weddings, and, finally, funerals—it becomes the soul 
of our memory, forever coloring our impressions. Just 
the playing of a familiar theme brings back the emo- 
tions of past experience, and through asso 
can be made to feel empathy even for peoples of di 
tant cultures, This becomes a vital element in making 
fantasy worlds believable—not just as a place observed 
from the comfort of our theater seats, but a region we 
actually inhabit for the duration of the film. 

Before the days of sound, it was the organists and 
piano players in theaters across the country who used 
the magic of music to transport audiences to other 
lands and other times. In a primitive and very direct 
way, these musicians communicated with the viewers, 
leading them from one emotion to another as the story 
in the film unfolded. From opera they took themes of 
passion and torment, descriptive passages and mood- 
setting phrases. In folk songs, popular songs, senti- 
mental ballads, they found melodies with strong 


lions we 


connotations that created an immense emotional re 
sponse. Movie theater musicians had a special feeling 
for just the right music to fit any situation, the bak 
ground to recall tunes from everywhere, and the abil 
ity to improvise constantly, adapting new ideas to old 
songs. Their music communicated: Danger . . . Roe 
mance. . . Loneliness. . „Cold. . „Joy. . . Longing 
Bravery 

Walt brought men in from all over the country i 
help develop a new use of music in a whole new kindi 
of entertainment. They included Carl Stalling, 
had once played for the Laugh-O-Grams back in 
sas City; Bert Lewis, also from Kansas City; Fra 
Churchill, who wrote the music for the famous flypi 
per sequence with Pluto, and "Who's Afraid of 
Big, Bad Wolf," and all the songs for Snow Wi 
Leigh Harline, who was most famous for “When Y 
Wish Upon a Star”* but had done the music for si 
diverse subjects as The Grasshopper and the Ants 
The Old Mill; and Ollie Wallace, who composed 
score for Dumbo with Churchill and was best kno 
for “Der Fuehrer's Face." These men were joined 
Albert Malotte, who achieved more fame as the com 
poser of **The Lord's Prayer, ™ and the highly taler 
Paul Smith, fresh out of university and full of misi 
ideas. His adaptation of cartoon techniques in the som 
for the True Life Adventures several years later add 
immeasurably to that series of live action films, Bud 
Baker also contributed to both live action and c 
showing equal facili 
chas 


Each of these men had a great sense of melody. 
a unique ability to orchestrate very special feelings, 
them all, Frank Churchill probably had the gi 
feel for the animated film, as his score for Snow Whi 
showed so well. The bubbling quality and friend 
spirit of the section in which the ani 
to the dwarfs’ cottage was especially appealing, a 
we asked Ed Plumb what gave the music that exa 
something. Ed squinted his eyes, “Y'know, I've me 
orized every note in that orchestration and I stil 
figure out what does it.” 

After Frank Churchill's death, his room was gil 
to Ollie Wallace. Ollie was peppery, spirited, 
always had a twinkle in his eye, so when he chal 
that Frank's spirit was responsible for the great 


dies that continued to come from that room we nodded 

ur heads and smiled, But one day he was scowling 
professed great annoyance. "That Churchill hasn't 

Witten decent note in the last three day: 

In 1928, no one knew how the drawings of the 


loon and the notes of the music could be planned 


beats would occur on the drawings was beyond 
ione. Walt insisted there must be a way the two 


and changed. What kind of graph or chart or 
could be devised that would bring the music and 
sure together? 
e newly arrived Wilfred Jackson had the answer 
his metronome. He reasoned that if the film ran at 
1 speed of 24 frames a second, all one had to 
determine how much music went by in a sec- 
Although his knowledge of musical structure was 
ntary, he did know bars and beats and staffs 
signs, and since the tunes being used for these first 
were rather rudimentary themselves it all worked 
iie nicely. A new language had been discovered. 


the drawings. Jackson's system was easily 
ded to include variations in tempo and other time 
, and as long as the song adhered to a strict 


¡during any action he planned, and the musician 
What movements were being planned to go with 


n and the director worked closely to- 
‘in the same room, planning the entire picture 
any animator began a scene. Wilfred Jackson 
these sessions in an interview: "First the musi- 
ould suggest tunes for the various sections of 
ture to get the mood or general type of action 
hpart. He would patiently play the same phrase 


over and over again while the animation director 
visualized and timed the action in his mind. Working 
back and forth, the musician would sometimes change 
elements in the score to enhance certain actions, or the 
director would modify some piece of business so that / 
it worked better musically. When both were satisfied, 
the director would mark the action down on the ‘dope 
sheet’ [Bar Sheet] while his partner sketched out that 
part of the music score. Then they would move on to 
the next little piece of action," 

This close cooperation became the standard proce- 
dure as other musicians were added to the staff. It was 
a long and tedious process for musicians more adept at 
improvising through inspiration, and they often wished 
they could withdraw from these daily meetings after 
laying out some basic footages and the number of bars 
in a verse or a chorus, Even after the director had 
worked over every last movement in the picture, 
stretching it or condensing it to fit the pattern of the 
beats, there was still the animator who had to be 
satisfied, and he inevitably had more refinements and 
ideas that built on what already had been done, There 
were other times when the animator simply could not 
put over all the business demanded within the footage 
limitations imposed by the music, and then the musi- 
cian would be asked to add just one more little beat to. 
his music—just one? Astounded at this lack of com- 
prehension of the basic mathematical structure of 
the musician would insist on a full measure, or 
better yet, a phrase, but that only seemed to add more 
problems. The action could not be padded by that 
much. So the “3-12 measure" was invented, 

To a measure containing two beats, an extra beat 
was added, creating a measure of three beats. When 
the first musician gave in to this compromise the tempo 
was in 12s, twelve frames to each beat, so it was 
called a 3-12 measure; but the term persisted regard- 
less of tempo for years. It was like adding an extra 
step on one foot in a march; instead of “Left, right, 
left, right," it became, “Left, right, right, left, right." 
When an animator with a musical background asked 
how this was possible, he simply was told, "Oh, 
Churchill knows how to do it!" 

Walt used to claim that Frank Churchill always slept 
through the story meetings and never listened to his 
first instructions, but Frank hardly can be blamed. He 


knew that no matter what ideas were tossed out, and 
no matter how enthusiastically they might be received, 
that would have little bearing on the music he eventu- 
ally would write. By the time footage was added, 
phrases repeated, sections cut out, and everything plas- 
tered together with an assortment of 3-12 measures, 
any original plan would be so butchered there would 
be little of it left, He figured, correctly, that he would 
do better to wait until the decisions had been made and 
the footages set, and then he could write a score with 
integrity and flow, regardless of what had happened to 
the so-called structure. He would sit at his piano pen- 
ciling in his melodies and muttering, ‘This note is for 
the director, and this is for the producer, while this 
little note down here is for the animator, and this is for 
the director's Aunt Tilda, and this is just for me!" 

It was not an easy procedure for anyone, but that 
close collaboration was the very thing that produced 
the new art form, From the advent of sound to the late 
thirties, music and animation had been one. Wilfred 
Jackson expressed the general feeling: “I do not believe 
there was much thought given to the music as one 
thing and the animation as another. I believe we con- 
ceived of them as elements which we were trying to 
fuse into a whole new thing that would be more than 
simply movement plus sound.** Jerome Kern recog- 
nized the artistry in this process and claimed that a 
distinct new musical form had been created. He termed 
it “the use of music as language" and credited Walt 
with making an outstanding contribution to the music 
of his time—possibly the only real contribution of the 
twentieth century?" The effect of absolutely everything 
being related to the musical beat became so well 
developed that, in the musical world, *Mickeymous- 
ing" became the name for music that accented or 
echoed every action on the screen. As a way of scoring, 
it was not limited to cartoons, but also was used with 
good effect in such pictures as King Kong, matching 
the huge ape's ascent of the Empire State Buil 
with dramatic progression in the orchestration. 

If this close integration of music and action had 
been a headache to the musicians, it was equally 
demanding for the animators, forcing them to become 
more crisp in their thinking and better organized in 
their statements. They always had been required to get 
across the story points in the least amount of time, but 


they had never faced the discipline of working to 
rigid pattern of a beat. Where ordinarily they wo 
have taken an extra eight or ten frames to complete 
action, stage a pose, or register a look, the m 
made them search for the absolute essence of il 
idea—that and nothing more. No frills, no extras; 
right to the point. It is doubtful if they ever 
have achieved this concise distillation without the co 


back on it now, we c: 
necessary training. Unlimited footage nearly al 
lulls the animator into a slipshod performance, 

While the shorts featuring Mickey and action 
were giving the mus 


was more important, and the action had to do i 
adapting. When a theme from Rossini or Schubert 
used, it had to be used intact or the whole effect 


Wilfred Jackson wanted to see the whole s 
out before him like sheet music, so he o 
“bar sheet.** This often was called the * 
since it eventually contained all the dope on 
music and the actions, but its essential p 

lay out the bars of music in long boxes 
viewed together. On these were the tempo 
songs, written in terms of the number of fr 
each beat, and a notation of the start of t 
which part was verse and which chorus, 
that might be used, and where the musi 
into a second song. Everything was penciledit 
boxes, even the location of sound effects and) 
dialogue. 

Along with this was written information 
scenes, the starts and cuts and the pattern 0 
With all the infor 
see how any change on one part would 
the other parts, and corrections could be m 
simply—on paper. Disaster followed 
forgot to correct the animator's ex] 
notify the cutter, or made any revision 
everyone concerned, but that sort of confi 


| There were no 3-12 measures here, and con- 
erably more work was required to find actions that 
he music, told the story, and still built a personali- 
move that was right, visually, would seldom 
ch the sound on the track at that point, and the 


‘content and with a cohesive flow—all within 
ines of an established score. The visual mate- 


unity as the music. 
first symphonies, the actions had been sim- 
ing with dance steps and runs that easily could 
to follow the beat of the music. But with 


The Band Concert, which combined well-known 
ith strong personalities and a situation played 


entirely in pantomime. It was a rare combination, 
reflecting still another use of music as language. As 
‘one producer said, “Who else would take a band con- 
cert out of Walt’s boyhood, mix in “William Tell’ and 
“Turkey in the Straw’ and a Kansas cyclone, and 
come out with a performance that would enchant 
Toscanini?"* (Typical of Walt, he did not stop there 
but began thinking of an even bigger use of the same 
Principle. He called that one Fantasia.) 

In addition to the stories that called for spirited 
music, there were sequences that called for a mood to 
be established by a special theme. In many instances, 
the feeling of this score would influence any further 
development to such an extent that it was decided to 
record the sound first and work to its limitations. There 
is a special feeling in work that is done this way that is 
not found in other methods, but it is more expensive 
because of the demands it makes in all the creative 


in those days. 


Aine of music 


A bar is thus 24X long. 


Now we added the scene starts and cuts, noting how 
many frames before a bar, or after a bar it might be. If 
a scene were shifted, it was erased and put in its new 


location 
Save Dee 
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that decision gave us the number of frames 
85, 9s, 10s, 16s, whatever. The structure 
determined the number of beats to the bar, 
‚The more sophisticated rhythms were not 


cal beats like this. In this 


are two beats of 12 frames to each bar. 
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Next came the action, timed to the beat of a metro- 
nome, then written on the bar sheet, relating the action 
to the beats. Now we knew just how many bars were 
needed for each bit of business. 


ee 


Later, dialogue was added, showing where the take 
started and ended. Location of sound effects were 
noted, too. (There is still no music suggested, just 
the beats.) 
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Timing, Spacing, and the Metronome 


The action in a scene 
was planned by the anima- 
tor and the director at the 
time of the handout. If 
there was music, there 
would be either a prescored 
track or a tempo set by the 
musician that could be 
marked on the exposure 
sheet. When a metronome 
was set to that tempo, those 
written beats became audi- 
ble, giving a good indica- 
tion of the amount of time 
for the action of the scene. 
If there was no sound to 
use as a guide, the metro- 
nome was the only way to 
determine the length of 
any of the action. 

A setting of 125 (twice a 
second) was usually used, 
which meant that a beat 
‘came every 12 frames, This 
just happens to be the 
tempo of all marches, and 
offers a good alternative 
when no metronome is 
handy. Whistle any well- 
known march until the 
rhythm is well established 
in your mind, tap your foot 
and have a friend count the 
taps as you act out the 
scene, You will not be more 
than a frame off. Milt Kahl 
once proclaimed in a lec 
ture, "Everyone walks on 
12s—unless there's some- 
thing wrong with them!" 
Walt Stanchfield immedi- 
ately drew a sketchof aman 
at the doctor's office say- 
ing, “Something's wrong 


with me, Doc. I've been 
walking on 13s." 

With the metronome run- 
ning, the moves were test- 
‘ed; how long does the char- 
acter walk, how many steps 
does he take, when does he 
stop, how long is he held? 
It was all noted on the ex- 
posure sheet, corrected, al- 
tered, and tried still another 
way, until the very best 
pattern of action had been 
found. It was called, *Find- 
ing the quickest way to do 
the most." 

To conceive of a series 
of actions that would put 
‘over the story point, keep 
the personality of the char- 
acter, and be imaginative 
enough to be entertaining 
was a big assignment. To 
do itall within the limits of 
the allotted footage, with a 
feeling of accents to match 
the beat and gestures that 
gave sync and rhythm, took 
more than mere drawing 
ability 

A visitor walking through 
the halls would hear the 
scattered ticks and tocks 
‘coming from several rooms 
at the same time, as the 
animators listened and 
acted, considered and 
timed. That metronome 
was a stern, unrelenting 
taskmaster, but it was re- 
sponsible for packing more 
entertainment into small 
amounts of footage than 
any other procedure 


The bouncing ball has only one 


frame of contact with the ground. 


These twelve frames can be written on the 
exposure sheet in the form of a chart, like this 


The inspirational sketch by Mel $ 


EXAMPLE #1 


The scene with no sound 
track for a guide 


Scene description: Animals 
playing: fox in water; 
hound dives in, splashing 
water all over his friend. 


Tempo: Set metronome on 
12 beat. 


Footage: Undetermined, 
but keep brisk and busy 


NBA 


In this scene from The 
Fox and the Hound, there 
had to be the spirited fcel- 
ing of two kids in the old 
swimming hole. The ani 

mator decided to start the 
scene with the fox alone 

the water, then bring the 
hound in on the ninth frame 
Listening to the metro. 
nome, he determined that 
the dog should run for 16 
frames before he jumped 
For the dive, the pup should 
have a big leap with a float- 


ground for six to eight frames 


Charted on the exposure sheet, 
it looks like this 


haw that suggested the scene. 


ing fecling—in contrat 
the busy action of then 
Again going to the met 
nome, the animator tes 
different types of ley 
with the one that took 


Charting the action int 
manner on the expos 
sheets gave the animald 
the relati 
ship of all the moves in 
scene ay well as the pre 
number of frames 10 
used in any action 


chance to s 


A man landing and jumping contacts the 


47 | 


The animator makes a 
chart showing where the 
pup's head will be on each 
of the drawings in the run 
and jump. 


16 equal spaces. Each of 

these became the position 

posure sheet, with the of the pup's head as he 

frames blank at the start, — progressed on his run. To 

Ig 16 frames for the — keep this run lively, an 8 

plash, and another 8 frames — frame gallop was chosen, 

ihe end to see the picture — which gave the pup a hap- 

fox drenched, but — py, bouncing movement as 

ing, The whole scene — he entered. With confi- 

104 feet 8 frames, or — dence in the timing and the 

path of action, all of the 

layout was checked — animator's energies could 

e if there was enough — now be concentrated on 

m forthe pup to run for making drawings of a play- 

6 frames from the field — ful pup in a mischievous 

order to the edge of the — mood. 

hen drawings were When the procedure is 

made of the size of the dog written down step by step 

his atitude throughout this way, it seems like an 
action. All that re- — involved and tedious 

was to determine — cess, but actually it takes 

spacing, how far he — only a matter of minutes. 

üld move on each draw- The big advantage is that it 

and this was a simple gives the animator a chance 

Mer of taking the dis- — to think about his scene, 

from the first draw- — play with the ideas, and 

E lo the spot where he — turn it all over in his mind 

land dividing itinto before he is committed to a 


Pluto was sniffing, his nose hit the extreme 
down positions on every other frame. 


Ort C. 


‘exposure sheet, the chart looked like this: 


specific action. The steps 
that sound so mechanical 
in writing will all stimulate 
his imagination, and in- 
crease both the fun of doing 
the scene and the probabil- 
ity that it will comeout on 
the screen just the way he 
has visualized it. 


A closer shot of the ac- 
tion of the fox and hound 
playing in the water. With 
no solid surface beneath 
their feet, perspective be- 
‘comes important as the 
only means of establishing 
the level of the water. A 
grid is drawn to remind the 
animator of the drawing 
restrictions as he bobs the 
characters up and down to 
give the feeling of being in 
water. The timing of the 
actions, which are matched 
to this perspective, is the 
‘only way of achieving this 
illusion, 


m 


EZ 
zm 
The exposure sheet with the 


action notes for the run, the 
jump, and the splash. 


EXAMPLE #2 


Working to music in an 
established tempo 


Scene description: First lit- 
tle pig runs into his straw 
house, slams door. Wel- 
come mat is in front of 
door. He opens door, pulls 
in mat, slams door again. 


“Tempo: two 14s, or 7 frames 
per beat 


Footage: 6 feet 10 frames. 


irst, we determine the 

main accents we want to 

catch in the action. They 

are 

1. Going through the door. 

2. Slamming the door. 

3. Opening the door. 

4. Pulling the mat in. 

5. Slamming the door again. 
Second, we study the 

exposure sheet and the lay- 


out and consider the big 
elements of the scene. Set- 
ting the metronome on a 14 
beat, we try to visualize the 
type of action that will be 
best for this situation. We 
want to see the pig strug- 
gle excitedly and skid on 
the comer as he attempts 
to reach the door. (This 
gives the audience a chance 
to share his emotions, and 
the musician an opportunity 
to support the action.) The 
best accent musically for 
him to dash into the house 
would be on Measure 155, 
with the door slam coming 
7 frames later on the up- 
beat. 

‘The next big accent, for 
the opening of the door, 
comes on Measure 156, 
just 21 frames after the 
door slam. The door must 
be closed long enough to 
get the picture of the house 
"with the welcome mat at 


the doorstep, but not so 
long that the tempo is 
spoiled. As the door is 
‘opened, the pig anticipates 
fora meager 7 frames, dives 
for the mat, and grabs it on 
the next beat, then pulls it 
in very fast. The ensuing 
door slam could come on 
the downbeat of Measure 
157. Acting all of this out 
10 the ticks of the metro- 
‘nome shows that this pat- 
tem is possible. It is fast, 
but allows time to see every- 
thing—the excited face, the 
reach, and the grabbing of 
the mat—and still leaves a 
picture for 8 frames before 
the cut. Adding sketches of 
the positions of the litle pig 
throughout the action helps 
to prove out the planning, 
The action will be brisk, 
but when it is charted on 
the exposure sheet itis all 
clear and looks interesting. 
Itis time to start animating 
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The whole section of Snow White that showed the 
lying on her bier while her friends mourned 
planned to a prescored organ track that set the 


ly. No one came out of the theater whistling that 
but it was a great piece of music and did more to 
oke up the spectators than is generally realized. The 
mber of scenes was carefully planned as well as 
heir content, so that there would be no busy scenes, 
fast moves, nothing that would contradict the feel- 


he animator had to play this track over and over to 
in the right feeling in his drawings and his ac- 
bns.* It was necessary that he saturate himself with 
spirit to capture a similar mood in the animation, 
ely, next door, Fred Spencer was trying to 
te as much life and vitality as he could into the 
fs as they sang and danced for Snow White in the 
inment Sequence, As the dreary organ tones of 

‘mourning section seeped through the walls, Fred 
imed up the volume on his record of the yodeling and 
ging. This quickly enlivened the funeral next door, 
troying hours of getting into just the right mood. 

was pounding on the wall from both sides and 

shouts of, “Cut out that sad stuff!” answered. 
‘Stop that dancing in there!!"" 


Prescoring 


In Fantasia, most of the music was “free tempo” 
m did not adhere to a strict beat, which created awk- 
conditions for the use of the bar sheets. With one 
being 42 frames and the next 47 and the next 45, 
was no way of getting a consistent measurement | 
chart. Instead, the tracks were "read" by the 
the same as they read the dialogue tracks, 
ting the notations on the ““greys.** 

Measure numbers were written on the sheets, along 
special accents and any other placements the direc 
or animator might need. Action notes were written 
the greys beside the music reading. In this case. bar 
were kept more as a record than à working 


ultimate in working to a prescored track was 
sa, and many extra story meetings were held to 
hd the best activities to show during all parts of the 


music. The Silly Symphonies had taught the staff the 

value of letting music speak its message uninterrupt- 
ed, so the animators were well-prepared for an ex- 
tremely difficult job: never enough time in the music 
to do what needed to be done in some sequences, and 
far too much time in areas lacking ideas in the first 
place. The years of training produced unsurpassed 
scenes of deceptive simplicity. 

Walt had discovered very early how much the music 
could do to establish a mood and how much it aided in 
‘communication with the audience. It did not have to 
be a symphonic score or even a great piece of music, 
as long as it contained the essential element of com: 
municated feeling and was right for that spot in the 
picture. 

Charlie Chaplin wrote of his own discoveries and 
feelings: “Even in those early comedies I strove for a 
mood; usually music created it. An old song called 
Mrs. Grundy created the mood for The Immigrant, 
The tune had a wistful tenderness that suggested two 
lonely derelicts getting married on a doleful, rainy 
day." 

Walt had a similar kind of reaction to the emotion 
suggested by music, and while he did not pretend to 
know how it was constructed or how it worked he 
always knew just the feeling he wanted it to give. 
During the making of Snow White, a sequence had 
been planned showing the dwarfs assembled in the 
woods outside their cottage. They were trying to think 
of a present they could make for the girl who had 
come to stay with them, and as they thought a musical 
vamp gave the feeling that something was about to 
happen. One by one they would have an idea, leap up, 
make their announcement, have it rejected, then wilt 
back into despondency, and more thought. Walt wanted 
the music to echo their attitudes, and his reactions to 
the proposed score is typical of his feelings about the 
music in every picture: "Right now you have too much 
sharpness and "boom-boom' of the piano. When one 
of the guys gets an idea, the key should change. When 
he lifts up the music goes with him, and when he sits 
down the music should go down. . . . don’t like the 


Music Not Prescored 


Most animation on the features was not done to a 
prescored track, and with the emphasis on acting and 
mood the scenes were better supported by a free tempo 
type of music than by the rigid beat. In those cases, 
the musician would ask for a dummy score to be made 
up showing him what he had to match and where 
things happened, A music check was made of the 
whole section with all the accents, the footsteps, jumps, 
staggers, displays of emotion, or strong looks. Foot- 
ages were marked for each of these, the same as on the 
bar sheets, but the choice of how to tie all of them 
together was left up to the composer. If they happened 
to fall in rhythmic patterns, he could use a fixed tempo 
if he chose, or he could do it all to a free beat. 

Jim Macdonald devised an interesting way of mak- 
ing a precise guide for the musician with this problem. 
On a reel of blank film, he punched out holes that 
would make clicks and pops when the film was run on 
the sound head. These sounds were timed exactly to 
the action on the film, so the musician could hear 
Where these accents came while writing a score to 
match. 


‘The public continued to enjoy seeing cartoon char- 
acters move in close relation to music; there was some- 
thing fascinating about it and something that felt right 
to them. However, it had to be done tastefully, with 
more nuances and surprises, carefully avoiding the 
choppiness and "'ricky-tick'" sound of the early car- 
toons 


Surprise Accents 


‘The audience feels comfortable when led to believe 
that certain things will happen and in fact they do. The 
character walks in rhythm with the music; he accents 
his movements on the beat; it feels right. The opposite 
must be true of the surprise gag, the unusual, the 
startling. These accents should come on the off beat, 
the up beat, somewhere in the middle of the measure, 
where they are least expected. The audience is led to 
anticipate one thing, and the continued accents on the 
downbeat fortify this sense of security, To be a sur 
Prise, the sound must come at a totally unexpected 
place in the music. 


Walt also suggested there might be feelings of di 
nance in the harmony, for the sake of comedy, and 
show that there was no agreement in this group. Wi 
‘out just the right feeling in the music, he thought 
whole idea of the sequence was ordinary and not 
doing. He commented at the end of the meeting, "lt 
important that we work out a good musical pattern 
this or else we had better give up the idea and try | 
work it out in some other way.” The sequence 
tually was cut out of the picture, 
Walt was just as critical of the songs that 
suggested for the characters to sing. One musi 
reported that Walt could get his ideas across ali 
without using words, because his criticism was al 
in terms of the feeling he wanted, He knew 
merely pretty song with a nice melody would 


ne ordinary and drag his picture down. The song 
have a freshness and a vitality and something 
Vra before he would accept it. If it did not make him 
the way he wanted the audience to feel, he would 
k the composer to try again. 

Ashe started work on Fantasia, he was very honest 
his lack of musical knowledge, and it did not 
arry him in the least that his reactions were those of 
man in the street. Leopold Stokowski was im- 
msely helpful and spent some time explaining the 
truction of a musical number and the relation of 


the public; if it is in form, it will be clear and 
ing and they will enjoy it." 


d until they sce things on the screen representing 
music. Then they will feel the depth in the music. 
‘Object is to reach the very people who have walked 
this "Toccata and Fugue’ because they didn't 
stand it. | am one of those people; but when I 
stand it, I like it!" 
vitably as the work progresses on any sequence 
V ideas pop up, and surprisingly often these ideas 
ly will strengthen the music, since they sharpen 
finition and emphasize exactly what the com- 
ser is saying. If truly creative people are involved, 
X musician is quick to realize the improvements and 
et 10 adapt his score if that is still possible. The 
ppiest solution to all of this was the “temp (tempo- 
y) tracks" that were used so extensively throughout 
irtis, forties, and fifties. 
Inconcept, the musician would record his ideas in a 
ely temporary form as a guide for all the produc- 
f that would follow. In some cases, a small orches- 
[Was brought in and the work so carefully planned 
the result could be used for production—if desired. 
thers, the studio composer would play his score on 
piano or organ. 
advantage of this early test recording is obvi 
It presents a strong musical concept that is 
ing and inspiring. As the director and anima- 
s develop the graphics, they are guided but not 
ced by this track. Being temporary, the music 
be changed and new ideas tried; the man who 


wrote it is standing by to help decide just what those 
changes should be and where in the score they should 
come. He is not beaten down by what seems like daily 
trivia, but is available when help is needed; and hav- 
ing made his initial statement of how he believes the 
music should be, he exerts more influence than when 
he tried to do instant composing in the room with the 
director. 

‘The best music was achieved when it could spring- 
board from the hours of thought and refinement that 
had gone into the story development and acting. If a 
sequence is, well balanced, builds properly, has life, 
good textures, and a flow, the musician has a much 
better chance of writing a superior score than if the 
picture is dull, lifeless, and spotty, Even the grandest 
score will seem unimpressive under those conditions. 

With a smaller crew and extended schedules for the 
pictures in the sixties and seventies, it was no longer 
possible to keep a musician on full time, so we shared 
one with the live action units. George Bruns worked 
equally well in either medium, writing “Davy 
Crockett" for the live TV show at the same time he 
was adapting Tchaikovsky's ballet score for Sleeping 
Beauty to our animated version of that classic fairy 
tale. George was big and easy-going, but he worked 
very hard and produced a seemingly endless string of 
fresh melodies and haunting scores. 

He did temp tracks, prescored some selections, 
orchestrated songs, jumped over to the live action 
shows, then back to consult on the best musical treat- 
ment for the next sequence in the cartoon, When there 
was more to do than he could handle, he suggested 
that we find a piece of music from an earlier picture 
and “track” our picture with that. It enabled us to find 
just the mood we wanted, the tempos and phrasing to 
support our action, and kept us from wearing him out 
with too many changes. 

When the time came to write the final score, George 
was fresh and enthusiastic, suggesting more effective 
ways to present our concepts, and writing lovely new 
ballads in the same tempo and feeling as the ones we 
had used for our “tracking.” 

All of our feature cartoons took anywhere from two 
to five years to complete; so no matter what the 
involvement of the musician during the formative peri- 
od, there was still much to be done in the final. days. 


found effects were a very 
mportant part of the musi 
al score, requiring musi- 
lans with unique talents 
host were percussionists 
vith stage hands. Here 
"rank Churchill conducts 
is Walt listens (lower left), 
lll Garity balances the 
bund (right foreground), 
ind Wilfred Jackson fol. 
pws the score in his dope 
vol. 


he composers of “When 
ou Wish Upon a Star 

y caricatured by T. Hee 
fusician Leigh Harline, at 
he piano, and lyricist Ned 
Vashington, on bended 
nec, selling the song 


Invai 


ably there were many surprises and changes from 


those first exci The director has gone throu 


ed plans 
the reels with the music 


in hour after 


pur, discussing. 


planning, changing, humming; but he is never sure 


that the musician understands what is wanted, and the 
musician has an even more difficult time getting his 


‘own ideas across since the lan; 


e of music is not 
something the director understands. Sometimes the 
music will lack the magic anticipated, and whole sec 
tions of the film will seem to fall short of what they 
might have been; but just as often, everyone will be 
startled by how much more powerful and intense the 
actions have become when fortified with the music 
We had worked hard on The Rescuers. tryi 


make the mice seem very small and inadequate to the 
task facing them, but the confidence and spirit in the 
voices seemed to dispel any concern we could develop 
for them. When Artie Butler wrote the music, he felt 
the predicament of the mice acutely and wrote music 
that immediately made their task enormous, while 
somehow keeping them virtually helpless. When they 
tried to move the huge diamond from its hiding place 
the score added a 


od one hundred pounds to the 


weight of the gem. The animator exclaimed. “I tried 


pot} 


to make the mice strain and heave and use every bil 
their strength when they pushed against that diamon 
but this—this exhausts me! 

Such effects are not evident in a piano track or eM 
when played with a couple of instruments on a ief 
track, It takes the full voicing of the orchestra tobi 
the music to life, and until that time the director mil 


go on faith that th 


score will fulfill his hopes 
dreams. There is no way a single musician with on 
small piano and an enthusiastic voice can convey 
feeling or spirit that will come from the same nol 
played on all the instruments, This is unfortunate, si 
twenty-five musicians sitting on the stage awai 
instructions have an uncomfortable effect on a di 
tor's judgment of revisions when the first rehed 


reveals a different feelin, 


in the music than had 
anticipated 

All the other functions in the making of a film 
and eg 
ing the best relationship to the whole, and in the bed 


built through constant testin 


and correcting 


ning 


music was done the same way. For over fü 
at scores have continued to bring new ifa 


the studio’s most popular films, even though thei 


years, 


niques of matching sound to picture have changed 


npletely. It encourages one to believe that there still 
fe many more ways, exciting ways. 
[meld music and picture together. 


inspiring ways. 


there were songs in a picture in addition to 
musical score, they were written and recorded very 
fy, so they could be integrated carefully into the 


and he insisted that the 
tse for a song would be to pick up the tempo of 
and to tell it in another way. while adding to 


ructure being considered. The vocal might be on 
tion track (one that could be used in the final), 


paniment only a piano or small group that could 
placed later when all final decisions have been 
b. In the recording business, when a vocalist is 
arded, the song itself and the singer's style will 
Ie the number of choruses and the right arrange- 
nt for that number. In a film, the structure must be 
lated by the needs of the story. Bill Peet once 
lioned a composer who wanted to control the pre- 

ion of his melody: "You're better off writing to 


ibis possible to write such special material 
3 song that it becomes little more than a novelty, 
it works well for the picture and progresses the 
situation, it still will have great value. 

ht that catches the exact mood of the sequence 
presses it in a fresh and memorable way will do 
for the film, and for the composer, too. Leigh 
and Ned Washington's lovely "When You 
h Upon a Star" served double duty. introducing us 


to a cricket with a gentle personality as well as setting 
a mood for the whole picture to follow. The next song, 
ittle Wooden Head, "captured the spirit of Geppetto 
and gave us a chance to introduce the wooden puppet 
in his lifeless state. Without that song with the melody 
that seemed to fit an old-world music box, the sequence 
of introducing the puppet to the other residents of the 
toy shop would have been full of dialogue, contrived 
gags, and lengthy business. With a song that fit the 
situation, it was full of melody and fun, and did much 
to show the audience how this woodcarver lived, 

Once the song was recorded, the storyman could 
start precise work on his storyboard, adapting the gen- 
eral ideas to the mood and measures of the music, or 
suggesting changes that might help both picture and 
song. With only a demo track, changes could be tried 
and the structure of the music altered to fit the growing 
needs of the storyboard. In some cases, the vocal would 
remain, but if it has been recorded on a separate track, 
changes in the rest of the music would have no effect 
on it anyway. Now, when the board looks promising, 
and the length of the song feels right, the sketches can 
be shot and added to the story sketch reel. Once mote 
they are changed and shifted, redrawn and reshot, until 
everything has the proper flow. There still will be 
improvements later on, as new ideas keep coming, but 
for the most part, they will be only touches that add 
spirit and character to the performance. Animating to 
music is difficult and expensive and it is wise to know 
exactly what is wanted before anyone starts, 


Sound Effects 


Funny sounds always have been an integral part of 
cartoons. It is almost impossible to think of the early 
films without the slide whistle, ratchet, pop-gun, xylo- 
phone, and bells. These had all been written in as part 
of the score and were not recorded until everything on 
the picture was completed. The animation had been 
done to a specific beat, the actions were all marked on 
the score itself, and four or five percussion men were 
now brought in with the orchestra to record the whole 
picture in one long. complete take of everything that 
would be on the sound track. 

As technical knowledge advanced, it became possi- 
ble to do the different parts of the sound separately and 


combine them onto one track at a later date. Now if 
someone hit a wrong gong or scraped his sandpaper 
block once too often, the whole seven-minute take did 
not have to be done over. But a larger advantage was 
that now the way was open to experiment. The music 
could be recorded in separate takes called “cues,” the 
voices could be done over and over until just the right 
inflection was captured, and the sound effects could 
be recorded individually, speeded up, run backward, 
or built out of two or three separate parts 

For Three Little Wolves, in 1936, the sound effects 
men had to get the juicy impact of a ripe tomato hitting 
the big, bad wolf in the face. A wet washcloth had too 
much impact, a spoonful of grease was too wet, and a 
cup of water had too much splatter. The sound finally 
was achieved by combining the three best sounds over 
the blatant sound of the "'razzberry,"" the impertinent 
noisemaker made of two loose pieces of rubber. None 
by itself sounded anything like a tomato, but together 
they had the feeling needed to match the action. 

As Jim Macdonald says, "The sound man must 
think about what the sound is going to do for the 
picture—not just how it ought to sound.” Jim was the 
most creative and dedicated of all the sound men, 
staying at the studio for some forty-two years, then 
continuing to come in for sound effects sessions after 
that well into his seventies. Originally brought in as a 
drummer to handle some of the sounds for those early 
cartoons, he was offered a steady job because of his 
imagination and sense of entertainment. He says that 
the sound effects man must “feel” the effect, even as 
he makes the sound, and in support of this philosophy 
threw himself violently into everything he did, from 
pounding on a door to choking himself with the hic- 
cups. Being a musician he saw to it that the sounds 
always fit properly into the score, and being an en- 
tertainer he made sure the sound was the best that 
could be gotten for that spot. Good sound effects will 
add life and excitement to a film, whereas drab, ordi- 
nary sounds will quickly drain what life there might be 
in the action. 

‘There were always changes in the ideas and the 
material as a picture develope 
embarked on the feature cartoon, the period for this 
experimentation stretched to three years or more. This 
meant that there would be endless changes in the sound 


tracks as a good track inspired better business, wl 
in turn, built an even better track. No department w 
free of Walt's constant building and improving. 
new idea had to be tried out before a decision co 
made about its actual value, and this led to test ad 
and test recording and test music. 

No studio could afford to bring in specialists e 
time there was a new idea to try, so members of th 
staff who were particularly inventive and creati 
along with their other talents—were asked to dat 
experimenting. If it had to do with music or 
was usually someone from the sound effects dep 
ment, and most often Jim Macdonald, 

With considerable ingenuity and a great deal of bo 
ing and accompanying dizziness, a track had b 
recorded for the organ that Grumpy played in 
dwarfs’ house. It was only a first test, but it involi 
everyone in the studio who could read music, 
handful of competent musicians and all the so 
effects men, some thirty of us in all, blowing on 
tles and jugs and strange homemade instruments, T 
most demanding part was for the man who blew oh 
the giant jug for the lowest bass notes, That par 
gone to Jim. When Walt heard the track he exclai 
“Yeah! That's a happy song . . . a happy group! Som 
body should be yodeling.'* and he turned to lod 
Jim. “Why don't you get down on the stage and 
yodel?” As Jim said, “I had never yodeled inim 
whole life, but when Walt said, “Yodel!” you y 

‘And yodel he did, over and over, for a coupl 
years while they built the track into a happy sequen 
with just the right amount of singing and playing 
fun, When everything was finally approved, a prof 
sional group of yodelers was called in to give 
ringing, authentic sound, but the structure and 
length had been worked out by amateur yodeler 
Macdonald. He commented, “I was always dol 
voices for actions where they didn't want the 
hurt his voice—grunts, strains, screams, gasping, < 

In Aristocats there was a scene of the alley 
O'Malley nearly drowning in the river. Phil Ha 
played the part and was not only willing to do 
thing we needed, but invariably found a way to m 
all the more entertaining. Still, drowning did note 
to be a suitable application of his talents. We had 
some miscellaneous gasps and coughs he had done! 


hed the film on the screen, rather than in separate 
es as he usually did. He brought out a big tub, 


his chin half submerged, fixed his eyes on the 

and gave the order to roll the film. He not only 

hed the action precisely, but inhaled at least as 

h water as the cat in the picture, and ended up just 
bout as nearly drowned. 

Jim had a woodworking shop in his garage and 

d spend hours building gadgets that might make 

unds for special sections of the pictures. When work 

is beginning on The Old Mill he saw that there would 


Uf an elaborate contraption of drum heads, string and 
tons and supports, and a wheel for tightening it all, 
ing that with a bit of rosin and a bow he should be 

to get some exceptional groans. What he got was 
perfect foghorn! So he recorded that, which is still 
‘one used today, and returned to his shop to start a 
idea. It is very important that the effects man 
enough time to think and play around with ideas if 
sound is to be at all unusual, or just right for the 
Picture, Many times it is necessary to run the recorded 
tck through some of the sound equipment, to rever- 


berate it, or take out the lows, or speed it up, or 
combine it with other sounds. When the day comes 
that the director is down on the stage to record, the 
sound effects man must be ready. It is then too late to 
experiment 

Every sound that is recorded eventually goes to the 
Sound Effects Library for use in other pictures, Over 
the years this enormous collection has been built into a 
treasure house of nearly every sound in the world— 
except the one, special, elusive sound that you want, 
There are fifty different coughs, whistles, footsteps, 
creaks, and foghorns, and these are widely used to 
build the test tracks, but when the picture is finally all 
put together, there is always a long list of needed 
sounds that should be done a little differently for this 
particular picture. 

If the sound is part of a story idea or related to a 
character, it is always recorded early, so the animator 
can work to it, rather than trying to fit it in later. As 
the idea for the exhausted dragonfly in The Rescuers 
was developing, Jim was told of the problem and 
immediately started searching for things he could use, 
A power saw with its varied whines and straining noises 
seemed like an obvious choice because it sounds so 
determined and desperate, but it did not prove as. 
flexible as a little creation of brass tubing and an air 
hose combined with a rubber membrane over a kind of 
drum that Jim could play like a musical instrument, It 
was when Jim added the panting and wheezing on the 
end of the buzzing sounds that the character of Evinrude 
finally leapt to life. That sense of entertainment in 
commonplace sounds is a very special talent 

It is the assistant director's job to build his tracks 
and keep them in sync and growing to match the needs 
of the picture. So it falls to him to rummage through 
the sound effects library for the most appropriate sounds 
he can find, and, also, to decide just how many he 
should put in. Too few can make the film sound spot- 
ty, too many can make it sound ridiculous. 

At the start of the war in 1941, Ward Kimball and 
Fred Moore were animating a long, involved scene of 
a small soldier going through all the things a soldieris 
trained to do—drilling, manual of arms, saluting— 
everything except making his bed and KP. There was 
an eager assistant director at the time who was just 
waiting for his big chance to show what he could do. 


suggestion was made that the scene would get 
yer better even in its rough state if it had a few sound 
ects, Ward and Fred cautioned the assistant that if 
he effects were too real the scene would be dull, 
if they were too exotic it would become silly and 
sc its strength. But the right sounds, carefully cho- 

would give a sprightly character to the whole 


hours later the beaming assistant returned with 
e film and put it on the Moviola with the sound track 
shad concocted beside it. On the opening frame of 
scene, there was a ratchet sound as the soldier's 
im came up in a salute, followed by a “ping!” from 
tiny bell as the fingers touched the forehead. This 

followed by "'sproings,"" wheezes, thuds, claps, 
leaks, one after the other, accenting every last little 
the animated character made, Fred and Ward 
ed at each other in amazement, back to the film, 
ck to each other, then broke into convulsive laugh- 
They fell to the floor and could no longer see the 


d on, popping and bleeping, like something gone 
id. The longer it went, the funnier it got, and once 
and Ward had started to laugh, there was no 
ing. 

The assistant’s beaming look of anticipation had 
ig since dropped to a more defiant attitude, then to a 
n set of determination. He stared doggedly at the 
n clacking through the Moviola, intent on seeing 
y masterpiece through to the end no matter what 
n he quietly turned off the machine, took off the 
Im, walked out of the room with his track under his 
Without uttering a word, The gales of laughter had 
ly attracted everyone else in that wing of the 
and now curious heads were thrusting into 
m. Not realizing the source of the humor, they 
assistant walk right past them, and that very 
track disappeared forever. 


a sound for something that cannot possibly 
a sound of its own: for instance, the sound of a 
web shimmering with dew. Walt insisted that 
should be a special sound, and though he could 
E describe it exactly he gave the impression that 
ibody knew what it should be. Jim Macdonald 
given the assignment at that point and turned it 


over in his mind for several days. It should be like a 
wind chime, he thought, soft and delicate, without the 
impact of glass hitting glass; it had to be something 
else. 

Jim found his answer in some pieces of duraluminum 
left over from a new panel installed in the sound 
department. He cut the material into small pieces and 
suspended them from a plywood frame, and when he 
shook the whole thing an amazingly light and shim- 
mering sound came forth. Walt liked it so well that he 
asked Jim to tune it chromatically so that a glissando 
could be played, or maybe even a tune. It was never 
enough to give Walt what he asked for. That always 
stimulated him to even more elusive, but undeniably 
better, ideas, and especially ideas that never would, 
have been thought of in the beginning. 

One of Jim's greatest accomplishments was the 
sound for a giant magnet. This actually was intended 
for a ride at Walt Disney World, but Mare Davis, who 
had helped develop the ride, knew from his years of 
animation training that the key factor in making the 
whole idea work was to have just the right sound. He 
called Jim out of retirement to find it. The fascinating 
thing is that Jim went right to objects that make no 
sound! That is, no sound the human ear can detect. A 
heavy-duty soldering iron operating on 60 cycles held 
close to the microphone gave off a very low, rhythmic 
hum. A de-magnetizer used for taking static electricity 
out of scissors before cutting tape gave off another 
sound that barely could be recorded, and, finally, Jim 
got a large cymbal and gently brushed a tiny piece of 
cotton against the edge. No sound could be detected 
On the stage, but the tape machine was picking up 
strange vibrations, These three sounds were taken to 
the dubbing panel in the theater, where the tracks were 
mixed and switched and altered, and raised in volume 
until the sound could be heard by human ears. It was a 
slow, pulsing, indefinable sound, and it started to make 
everyone there sick. As they bolted for the door, the 
annoyed technicians yelled back at Jim, ‘You can't 
put that in Disney World!” 

But Jim continued to play with his sounds, feeling 
like a mad inventor, until he had them at the provoca- 
tive stage just short of producing illness and just past 
recognition of it as sound at all. It was more of a 
feeling, and it felt like a magnet should sound! 


is written to the time the final release print comes off 1 
a job—each job contributing to the final product. " 


fith the writing of the music, the last truly creative 
jon has been completed. Some members of the 
ff already have new assignments and are excitedly 
loring the next project, but there still are several 
al jobs to be done and decisions to be made that 
greatly affect the final appearance of the picture. 

sally all the money budgeted for the film has been. 
| and the big push is to " get it out” in the quickest 


Who will see that this does not happen 

scenes must be checked over and over to be 
te that all parts work correctly. The artwork must be 
hotographed by the Camera Department, all the dif- 
ent sound tracks must be combined onto one track, 
nd then the lab must face the impossible task of get- 
ing the colors on the film to look the same as they 
painted. While these jobs are not glamorous, 
ey are vital in averting the seemingly endless string 
of one process or another always going wrong. Franti- 
illy trying to control these processes and keep the 
elure moving is the Production Manager. 

Someone has to assume the responsibility for seeing 


the organization smoothly, that directives are being 

imied out, that costs are held to a minimum, and that 
producer understands why the project is not being 
ompleted on schedule. It does not have to fall to one 
It can be shared by a small group of over- 
d artists with a special loyalty to the whole pro- 
However, it is the one person with the official 
Production Manager who can be blamed, criti- 


2. The Follow-up Functions 


"No one person can take credit for the success of a motion picture. It's strictly a team effort. From the time the 


the printer, hundreds of people are involved—each one 
Walt Disney 


cized, questioned, and sent to take care of things, 

His job was easy when the picture slowly was tak- 
ing shape in the Story Department, the director was 
testing voices, and the experimental animation was 
being done. Not much money was being spent, but the 
creative process is impossible to control anyway. How- 
ever, once the work has been passed by the animators 
to their assistants, drawings can be counted, deadlines 
imposed, schedules arranged, and work organized, 

‘The picture is in full production at this point, and 
suddenly everything is going at once and in all direc- 
tions. There is not enough time in any day to check 
even half of it, especially if the crew is behind sched- 
ule and working overtime to meet a deadline—which, 
somehow, nearly always happens. Nothing seems to 
be coming out quite the way it was planned, and no 
one really knows why. Everything conceivable for 
keeping production moving has been tried at one time 
or another, but a sense of devotion to the product 
brings the best results, Nevertheless, the Production 
Manager will tell you that too much devotion can cost 
too much money, too! 


Checking 


One of the best ways to keep work flowing smoothly 
is to have each scene checked carefully before it moves 
‘on to the next department. Once the animation is com- 
pleted, it should be checked for technical problems. 
“The drawings may have worked well in test camera, 
but someone has to adapt them to their final form on 
the cels. Are the characters on the right levels to match 
the other scenes in the sequence? Should some of the 


levels be combined? Will the pan moves and trucks 
work smoothly? Is the action completed out to the 
field borders? Will it work under the camera? 

Before we had checkers it was up to the cameraman 
to keep a close watch on the drawings on his stand as 
he was shooting, but that usually was too late. Typical 
of this situation was an incident on Mickey's Kanga- 
roo. After shooting nearly half the scene, the camera- 
man noticed that Pluto was snarling as if he were 
guarding his dish, but in a peculiar way he was stand- 
ing in it—though not quite in it. His foot covered part 
of the dish, but it did not match the curve or the shape 
of it. The clean-up man was called over to explain 
what was intended, and he immediately cried, "'Some- 
one has moved the dish! It's supposed to be over here 
right under Pluto's teeth, not back where his foot is!" 
A call to the background man produced his copy of the 
layout sketch and his notes on the scene, He was blame- 
less. 

Another call; this time to the layout man, who came 
with all his drawings to prove that the dish always had 
been in the same place. Now the animator joined the 
assembled group, and after more discussion he recalled 
moving the dish so there would be room for Pluto to 
run in and leap into this defensive position. He had 
made a tracing of the location of the dish and marked 
it on his copy of the layout. It was surprising to him 
that the layout man did not know about it, and he 
wondered why the final animation had not been checked 
before going ahead. 

They all stared bleakly at the completed set-up on 
the camera stand. The cels then went back to the pro- 
duction rooms where adjustments were made until the 
scene worked properly, but much time was lost in all 
departments through mistakes that somehow slipped 
past everybody. Rather than establish blame it seemed 
‘more important to prevent it from happening, so the 
position of Checker was created 

Very soon it was discovered that one checker was 
not enough. In addition to the check for mechanics 
and technical problems, there had to be a check for 
missing detail, for clear instructions to the inkers, for 
missing lines around color areas, for registry of one 
character to another or to an object on the background. 
In Ink and Paint they needed additional checking before 
a scene was painted, and still another afterward to 


make sure everything was on the cels and followi 
through perfectly. Some of the amazingly complic 
scenes from Fantasia even required a specialist i 
checking, since the components were so involved and 
interrelated that hardly anyone even knew what 
supposed to happen. 

Only certain individuals should be checkers. The ja 
calls for a special personality makeup more than an a 
tistic talent, and not everyone can adapt to the d 
mands. Complete concentration and an "'eagle eye 
re needed hour after hour to ferret out the small 
errors—but in the process a huge one should not g 
by unnoticed! The checker must be a detective, com 
pletely dedicated and above personal involvement 


ing, ‘‘ah-HAA-aa-a-a!!!"" when they discover a mi 
take, but that outburst does little to endear them to th 
person who made the error. No one does sloppy 
on purpose, and somehow a distressing air of recrim 


being called to the principal's office 


Blue Sketch 


showing an ominous evening sky with the vague 

of tree branches silhouetted against the clouds, 
color key that styled this sequence showed a greeni 
sky with an evil look. The background man was in 
trigued. Here was a good-looking design, simple y 
dramatic, and an impressive painting could be mi 
this. He carefully worked out the lacy fingers of 
branches, the contrasting shapes and colors, with sub 
tle shading in the clouds. The whole thing was al 
and would make anyone look twice. The only trouble 
was that the background painter had not checked {0 
see what action took place in the scene. It was actual 
a close-up of a large and formidable character 
blotted out all the trees and most of the sky—only bi 
of painting around the edges showed. This was a gre 
disappointment for the painter as well as a waste 


‘alent and time. Something had to be done to keep this 
‘from happening again. That was when someone thought 
‘of making a “blue sketch”” of the scene. 
When the action of the rough animation has been 
approved (what we called **OKed for Clean Up"), the 
cene is picked up by the Layout Department and 
ecked for all the extremes of movement. A compos- 
tracing is made in colored pencils (predominantly 
blue) that shows the size of the character, how much 
of him is showing, how high he goes on the paper, 
point, his maximum move to the left or right, 
“any contact he makes with parts of the background, as 
as the first and last drawings in the scene, These 
ential movements of the character are recorded so 
everyone will know just where he goes and what 
does in that one scene. It reveals changes the ani- 
mator may have made in the whole set-up that the 
layout man possibly does not know about yet, and it 
lates to the background man the main areas of ac- 
livity and those places that should be painted simply. 


Even so, the element of human error will not be 
shut out. There was a scene in The Jungle Book that is 
still a mystery to all involved. The boy, Mowgli, was 
to be shown running through the jungle after he thought 
he had been double-crossed by Baloo. The feeling 
needed to be one of desperation, with more abandon 
and floundering than speed. The animator who was to 
do the scene remembered a piece of live action film 
showing a boy push aside some branches as he ran into 
a thicket. It seemed like a good action that would fit 
both Mowgli's attitude and the situation, so the film 
was brought up and the animator studied, made notes, 
and sketched until he could adapt the action to the 
restrictions of his scene. The boy threw up a protective 
arm, ducked his head, twisted his body, then leaned 
back, all giving him more thrust when the branches 
were pushed aside and he burst through, continuing 
his forward progress. It was a good action and difficult 
to capture, but worth it for the extra quality it would 
give the picture. 


This type of action would not show up on the blue 
sketch, and none of the people who worked on the 
scene took note of anything special about it. The effects 
animator who did the final drawing on the branches 
stayed as close as he could to the action the animator 
had defined, but he felt the leaves needed to be bigger 
to match the new model and even added a few more to 
increase the overall mass. The layout man, thinking 
more about dense jungle than the boy's problem, also 
increased the size and number of the leaves. Finally, 
the background man, looking at the layout and the 
effects animation, added a bit of lush growth of his 
‘own that was appropriate to the jungle, but by then the 
action was completed covered! The boy simply ran 
behind some dense bushes and came out on the other 
side, still running, 

Money and time and effort had gone into shooting 
the live action, animating the scene, cleaning it up and 
inbetweening it, making the layout, and painting the 
background, At this point in the production, which 
artist should change what he had done? A conference 
was held and the decision was based on expediency 
leave it the way it is; the audience will never know 
what they are missing. The best procedures always 
have a way of breaking down, and only close contact 
between the individual artists can keep everyone work- 
ing toward a common goal 


Camera 


The first animation camera was suspended from 
wooden frame so it would point straight down at 
drawings on a table. There was nothing fancy about 
and most filmmakers built their own. Since the dray 
ings had to be held in register so 
in the same place, various methods were tried, Wi 
holes punched in the paper that matched little m 
pegs becoming the most successful, To hold the 
ings absolutely flat while photographing, a large p 
of heavy glass, called a platen, was placed overth 
This was even more important when cels were 
volved, since they had a tendency to curl and 
light back up into the camera lens. 

Before the button is pushed to shoot a single 


there 
In the twenties, two cameramen were 
shoot a scene since the camera had to be l 
hand. One man stayed up on top and carefully 
the crank one turn, trying to keep a consistent: 
and rhythm throughout; the other arranged the d 
ings on the pegs. At Disney's, it was the ubiqui 
Ub Iwerks who rigged up an automatic switch o 
thing could be done by one man seated at the: 
table. 
As filmmakers’ ideas expanded, they found 
to move the camera up and down so they co 
in closer on a scene or pull farther back di 
action. A calibrated post replaced the wooden | 
A short time later, they wanted to move the & 
either to one side or the other, and then the) 
needed to twist the camera as much as ninety d 
for special shots, and to move the drawings th 
right angles to their normal position. This wi 
vertical pan even though the art work re 
fectly flat. The pegs at both top and 


were introduced, and then a contraption 
move the pegs in any direction. 
According to Bill Cottrell, who was the whol 


fa department in 1930, Walt had constant ideas for 
p nts on the camera and kept asking for addi- 
that would allow more flexibility. His ideas con- 
ed on into the film itself and what effects were 
sible there. Bill said, "He asked me to experiment 


nd ee what happened. The picture Night was printed 
blue stock, and we had a fire sequence that was 


i, the cameras and animation stands 
duld do almost more than most animators knew how 
) make use of. These giants were expensive, and few 
[iheir fancy gadgets were used very often, but when 
they were wonderful to have. It was always a 
pestion of whether it was cheaper to have the camer- 
shoot the scene six times (each time with a dif- 
ent exposure, and different material, until a very 
cial effect was achieved) or have an enterprising 
artist draw it all by hand. Sometimes there was 
ion since the effect could be obtained only by 
era work, but now and then an enthusiastic and 
mpetent cameraman could talk the producer into 
‘expense than really was necessary, 
here was a period in the mid-thirties when every 
employee in the creative fields had to work in the 
Department six weeks to learn how the pic- 
Were put together physically. It sounded like a 
idea because it educated everyone in the major 
ols they would be using in putting their ideas on the 
en, but in truth it was a fiasco, The need for an 
lly sharp eye and complete concentration, com- 
ed with the almost unlimited potential for error 
error, was more than most artistic temperaments 
üld tolerate, Expenses soared and the productivity 
e department itself dropped to an all-time low. 
idea was abandoned, but for years cameramen 
med to cast a baleful eye at any animator who came 
iting. It was unfortunate, because animators must 
€ some technical knowledge just to animate well 
hould know what assistance the camera can give 


all led inevitably to the huge, shiny, mysteri- 
monster that was kept hidden behind signs saying, 
6 Admittance” and “KEEP OUT": the multiplane 
. Solidly engineered, it was built to withstand 
try kind of ill treatment, but it was awkward to get 


around and unbelievably heavy. The light-weight met- 
als were hardly known at that time, and four strong 
men were needed just to lift the frame that held a 
single animation level. As many as eight 500 watt 
bulbs were in a bank of lights for one level, and when 


Somehow this camera captured the imaginations of 
both artists and the public, either because of its over- 
whelming size or its impenetrable workings or the 
possibilities of what it could do. The principle of its 
operation is simple and easy to explain, but making it 
work is quite another matter. The complications are 
suggested by the fact that less than two years after its 
initial use, a manual had to be prepared that began; 
“The Multiplane Planning Board is a body headed by 
the Direction Unit and Camera Coordinator and a rep- 
resentative of the Engineering Department. The func- 
tion of this board is to work out the ways and means of 
accomplishing Multiplane shots. . . ."" 

Basically, the multiplane apparatus makes use of 
several layers of glass, each with some scenic material 
on it and placed at a varying distance from the camera. 
For an average shot, the background itself would be 
eight feet away, the first level six feet, the second five 
feet, then another at four feet, and maybe a fourth 
level at only two-and-a-half feet. As many as six levels 
have been used and shot from a distance of 14 feet, 
but that is not an average set-up. Assume the scene 
called for the camera to move in through the artwork 
and progress to the right slowly. The amount of the 
move on each part would have been very carefully 
calculated by an engineer, and all that is left would be 
to run through the scene to see if everything works as 
planned. On the regular camera, there is no run through, 
Ifa scene has been checked and approved, it will work 
on the camera, and it does. The cameraman shoots it 
just as the exposure sheet is marked. On the multiplane 
camera, it is necessary to test the markings. 

‘The lights are turned on, the first cels are placed in 
Position, and the technicians take their places beside 
‚each of the levels. Up on top the cameraman is peering 
through the lens, but there is no film in the camera, 
First, the level with the featured artwork is lit with the 
Proper intensity, then the other levels are lit separately, 
so that each gives the best artistic appearance to the 
whole scene. Two big problems plague the crew end- 


lessly: first, reflections that bounce off the shiny cels 


into the camera lens, and, second, light from a lower 
level that occasionally shows through the paint on the 
back of the cels 

The reflections took all kinds of i 
quer, from adding neutral density glasses under the 
camera lens at a forty-five d. 


-nuity to con 


e (to “reflect 


the reflection away") to leaving the offending level 
dark for one shooting, then lighting it by itself for a 


second run-through. Expensive and tedious, but as the 
crew said, We were shooting most of the stuff with 


multiple exposure anyway.” 


‘Conquering the light leaks was easier—for the cam 


eramen. This involved sending all the cels in that level 


back to the painters for another coat of paint, this time 
in heavy black. (Later white paint was used for this 


backing.) The painters were annoyed at having to de 
this extra work, because only one frame had a light 
leak, and a piece of black paper slid underneath the cel 
would have stopped that in a hurry. After years of 
protest from the painters it finally was agreed that this 
was a good idea 

Work in camera completely stopped while the pain 
ers fumed and painted the back of every last cel of 
that level. When work resumed later that day, or maybe 
even the next, the camera crew started over again 0 
make sure everything would work smoothly with this 
They could not check every frame off 


new correction 
scene but did have to run down to all the critical pointy 


checking the camera moves, the appearance of tht 


scene at that point in the camera finder, the light leaks 


on other levels, and the constant reflections. In spi 


of the most careful planning, sometimes they would 
find that they were overshooting a painted area or 
removing a level before all of its parts were out of the 
camera field 

As the camera was lowered closer to the artwork, 
new problems appeared because of the change of angle 
ffom camera to lights. Alterations that corrected a con- 
dition at one point always seemed to create a second 


problem at another, So hour after hour the camera 
crew backed up, changed the equipment, started for: 
Nard, backed up, started over, changed something else, 
Until all parts of the scene were working flawlessly 
This literally took days, even with a full crew of five 
orsix men, but eventually they were ready to shoot the 
scene. 

Itis easy to see why operating the multiplane cam- 


era was so expensive and why it was used less in later 
years. Just to set up for a held position with the back- 
ground out of focus took longer than on the regular 
camera, but the results were unsurpassed. There was 
also a time factor in just shooting the film: to get the 
depth of field in the focus for such a distance, a time 
exposure of some eight or nine seconds was required 
for every frame of film. In addition, there were 22 
possible adjustments that could be made before each 
frame was shot; not all were used on every frame, but. 
all had to be calculated and written up and checked for 


each frame. The exposure sheets were so complicated 
that only highly trained technical men could write 
them—or read them 

In spite of the complications, there were three sepa 
as working around the clock for 


rate multiplane cam 


many months. One cameraman said, **I worked almost 
a year on Fantasia, 12 hours a day. I had the night 


shift. I'd come in about 6 o'clock and I'd never get 
home till 8 or 9 in the morning." He remembered the 
special problems of shooting a little scene that would 
be on the screen for a mere three seconds, yet it had to 
be shot 12 separate times to get the subtle effects that 
came only from multiple exposure. "You'd do one 


and then you'd do another, then a distortion; you'd 
do a diffusion, you'd do mist; if you'd make one mis- 
take after you start. . . ." He shook his head atthe 
painful memory. "'You had to absolutely duplicate 
every move. With four or five guys— you've gota guy 
there, and a guy there—and a— you'd never make that 
film today, I guess." 

Few inventions have made such a difference in the 
appearance of the product as the old multiplane cam 
era. When it was first used it was very special, andthe 
public heard enough about it to know that it meant 
quality in production and visual excitement. It was 
good publicity, a great advertising item, and the name 
appeared prominently in our ads. We were amazed 
one day to see an ad for a Warner Bros. live-action 
feature, laid in the wooded hills of magnificent moun 
tains, that claimed the whole picture had been shot 
with the "Glorious Multiplane Camera!" A good pube 
licist cannot seem to pass up anything that is hot at the 
time! 

In later years, when the most often heard quest 
“How can we get the same effect for less money?!” 
layout men increasingly have gone to the optical print 
for their answers, Assorted wonders daily come out 
this device: among them a combining of different si 
of film that in many ways duplicates the work ofi 
antiquated multiplane camera, long since priced oul 
nce. In this process, called bi-pack, the d 
ter is shot on one piece of film and the background 
shot on another. In the printer, the two pieces of fi 
are combined—sometimes revealing a bit of tell 
rim-lighting, but usually producing a surprising fe 
ing of depth to the scene. For a character racing stri 
toward the camera, or going away, or for the ci 
to pan with the character through certain land 
bi-pack gives the best illusion 

The men in Special Effects operate the process 
and it is not in their makeup to do anything over 
‘over without asking questions. When head layout 
Don Griffith went over to ask about the best way 
plan a scene he had for bi-pack, he was told, “Why: 
you want bi-pack? Why don't you use two-strip?” 

Don asked, "What's two-strip?” 

He is not sure that he understood the answer, bul 
he says, ""The main thing is that they can do it! 
master peg that used to slip and cause the ant 
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rim-lighting has been eliminated, and three and four 
strips can be combined simultaneously, and a soft focus 
can be achieved on one level (as in the old multiplane) 
and even a see-through effect for an overlay is possi 
ble. While Don Griffith is excited about these accom- 
plishments, Art Cruickshank, veteran of the Special 
Effects Department since the t still likes the 
multiplane camera best. He wishes it could be used 
again, because nothing can take its place in achieving 
great effects. “The bi-pack is okay for a couple of 
levels, moving in and around, but for a full, six-level 
scene, it can't do the same thing at all.” 

Several exceedingly alert minds around the world 
have come up with a computerized multiplane camera 
that makes all the moves of the separate levels auto- 
matically, and this eliminates those four or five tech- 
nicians who stood around waiting to make a small 
move on their level hardly often enough to remember 
if they had done it ín the first place. Now, when they 
automate the position of the lights, their relation to the 
camera and to the cels, and figure how instantly to 
effect changes in the cels themselves as necessary, it 
may be economically possible to start planning those 
involved scenes again. There are many ways today to 
make the old device less cumbersome: for instance, 
the use of smaller lights that throw out as much actual 
candlepower as the old bank of 500 watt bulbs but 
with virtually no heat. 

More likely, however, new uses will be found for 
the astonishing electronic inventions that become avail- 
able to the imaginative producer and director almost 
daily. Then, the venerable old giant that stimulated so 
many wonderful concepts and made so many visual 
dreams come true, can be retired to the museum. It 
proved that creative men with determination eventu- 
ally can find a way and that the artist who is alert to 
mechanical aids can find the assistance he needs to put 
his ideas on the screen, 


Dubbing 


This is the original name for the process of combining 
all the sound tracks onto a single track that will be 
printed on the film along with the picture. Somehow, 
the dialogue, sound effects, and music all have to be 
dubbed together without losing any of the special val- 


ues that each has brought to the picture. Proper b 
ance between these sounds can give the film more life 
and sparkle, while a lesser job will leave it muddy an 
undistinguished. 

Since the process actually calls for recording ever 
thing a second time, it also has been called re-recordi 
or *“re-re.”* This presents another occasion for dipl 
macy and compromise. The sound man has high sta 


regulators and buttons that only the “mixer” 
touch. Through this system go all the sound tracks 


the same time, and there probably will be as 
tracks as there are sound heads on which to run th 
even when the music has been re-recorded previ 
and is now on one track. If the music track is run at 
level that gives it an opportunity to have real meanin 
the dialogue cannot be heard. If the dialogue is brough 
up, the music cannot be heard. And if the sound effe 
are given a chance, they are apt to blast you out 0 
your seat, It is a ticklish business with constant dis 
sion of what should be done. Very rarely will the 
any agreement 

The assistant directors and the cutters spend lo 
hours preparing for dubbing sessions, because all th 
tracks must be in order, with no dirt or scratches, an 
old duplicates from the work tracks must be exclud 
This is the time they discover that the irreplaceab 
piece of film they thought had been misplaced is act 
ally lost! This is also a time of hope that the dope bod 
containing the bar sheets has been accurately ke 
to date, because this is the supreme authority of 
status of both the picture and the sound tracks. Fi 
now on these two will be worked on separately, 


His highly advisable that they fit together perfectly when 
ually they are printed side by side on a roll of 
Often, additional reels containing the sound will be 
made up just for the dubbing session so that one take 
dialogue can be moved off the reel that contains 
s too close together or too different in volume 
must be enough time for a dubber or mixer to 
n his dials when he balances everything. A low 
per cannot be right next to a yell on the same 
it must be moved to another reel where it can be 
controlled better, After the sound has been checked 
nd shifted and measured and replaced, cue sheets are 
made up that show the sound men just what is on each 
, how long it runs, and what comes up next. 
ese become the guide as rehearsals bring out sug- 
ions and notations of what to try on the next run. 


cackle—it's getting lost in there.” 

practice runs can take all day on a compli- 
d sequence, and in the early days there was no 
ing to correct a mistake. Whatever happened, the 
had to run to the end, then be taken off, wound 
back, and threaded up again on the sound heads, one 
lir the other. With ten reels, and a confused sound 
in, even a speedy projectionist could not make up 
rhe delays, One assistant director says his blackest 
were spent on those rehearsals, for after the proper 
for each dial had been determined for all the 
in the whole reel the director would be called 


Ih perfect balance; then, for no apparent reason, a 
ial line of dialogue would not be heard, or a sound 
et would be muffled. The director's comment would 
"Call me when you've got the bugs worked out, " 
dhe would return to his room while the reels were 
in back, re-threaded, and made ready to start over 
ain from the beginning. 

ew equipment and inventions have greatly simpli- 
this whole procedure now, but there are still deci- 
ms to be made, torn film, parts that sound thin no 
er how the dials are turned, heavy, tubby sounds 
ot be made to match, frantic trips back to the 
"s room to shift or replace a tiny piece of sound. 
Hhread and start over again. 


Answer Print 


Anyone who has shot color pictures of a vacation trip 
knows that the slides or prints never come back looking 
exactly the way the scene appeared to the eye. The 
pictures are a little bluer, or maybe redder, or in some 
strange way not in the same balance at all. The same 
thing happens when film is shot of the completed 
artwork and sent to the lab to be developed. 

These scenes come back as "'dailies"" and are eagerly 
studied by a concerned staff. The representative of the 
lab explains that "'dailies"" are never true in color 
since they are printed in whatever bath is available at 
the time. He assures everyone that the negative is 
good and that all this will be corrected when the lab 
makes the Answer Print. The big trouble is that the lab. 
cannot always do it. As John Hench grumbled after 
hours and hours of experimentation, “Film just won't 
do what you think it should!” 

‘The results improve each year with new chemicals 

and processes, but for four decades it was a thorny 
problem that took much energy and many meetings. 
Walt even hired two key men from Technicolor to 
advise on what could be done to insure a certain result 
in the final printing, and magnificent results were often 
obtained one way or another. 
f a certain visual effect really is needed in the film, 
it is wise to experiment early to see if a cooperative lab 
‚can help in any way, for after the print has been made 
there is very little that can be done. It can be darker, or 
redder or lighter or bluer, which might make the over- 
all scene read more clearly, but it cannot achieve a 
whole new color balance. That only can be done by 
changing the original artwork to make use of such 
capabilities as are available at the lab. It is often a 
disappointing compromise. 


Foreign Versions 


Ordinarily one does not think of the special problems 
of making a foreign version of a film until after the 
initial release, when the box office receipts indicate 
whether the venture is justified or not. At Disney's the 
foreign market always has made up a large percentage 
of our revenue, starting with that first recording of 
Snow White in another language. 


ce the shorts were based on sight gags, the sound 
cks had been mainly sound effects and music. The 
c * and "Yoo-hoo!" were 
important enough to be translated into French, 
Italian, Spanish, and Portuguese. But with 
ming of the features, new considerations had to 
‘The man Walt chose for this diplomatic and 
job was Jack Cutting, who had started as an 
ker, worked his way up to animator, then switched 
lo be the first assistant director. In that job he 
d everything about putting a picture together, 
physically and artistically, but his talents lay 
d that. It was his feel for the characters them- 
es and what made them work in the picture that 
his versions in other languages so unique. He 
try to match a deep voice, or a whiny voice, or 
voice, but went instead for an actor who could 
the same personality as the origi 
the voice quality. Jack knew and understood the 
cter relationships and how they should play against 
other, and he searched until he found actors in 
countries who could capture the same feeling 
al was in the version we had made. 

He traveled often, lived in Europe for much of each 
ar as he learned the languages, and became ac- 
ith technicians in the studios and performers 
he night clubs and in the films. He worked with the 
gue writers and interpreters in finding the best 
iy lo keep the spirit of a line rather than just the 
and used his training and his judgment in 
ing the voice talent during the recording sessions. 
recording was always done in the native country 
never possible, partly because of the availability 
actors and partly for the natural feeling that 
me to the phrasing and expressions 

Aste popularity of the pictures grew in Europe and 
la, more and more languages were dubbed in with 
‘original music and sound effects: all of the Scan- 
ivian countries were represented, as were the Mid- 
East, Japan, Korea, Thailand, and even India in a 
lindi version of Bambi. If a picture was popular in 
he country, it was equally popular around the world, 
occasionally one country would pick a favorite and 
re it above all others. Japan always has loved 
DI Dalmatians, and Germany made The Rescuers the 
Blest grossing picture of all time in that country. 


As animators we wonder about this popularity of 
our work in other lands. When we have labored so 
hard to get good sync—the very best acting to match 
the voice track and to convince audiences that the 
voice is really coming out of this cartoon character—we 
are puzzled that the figure still can come alive when 
his voice is changed. Do we worry too much about 
making the lips and the mouth and the whole face 
speak the lines, or is it this very concern that makes 
the character convincing even with another voice? Is it 
the care that Jack Cutting used in choosing a personal- 
ity that would match what we already have animated, 
or is there more magic in this medium than we have 
suspected? However it happens, it is extremely grati- 
fying to know that our work and our views on enter- 
tainment are bringing happiness to peoples of all races 
all around the world. 


That’s My Character! 


Everyone who has worked on a picture will feel that 
he made the personal contribution that caused the car- 
toon character to come alive on the screen. The story- 
‘man naturally will feel that the character is his, because, 
after all, it was the story work that determined what 
kind of an individual this figure would be; and the 
story sketch man smiles because he drew the new 
character, made the expressions, showed how he would 
look; and the director knows that it was he who pulled 
all these talents together and kept insisting that the 
figure act a certain way; and all the time the actor who 
did the voice is saying, "Well, I know he's my char- 
acter because he's me; I did him!" And the animator 
nods knowingly, because no one can deny that he set 
the final model and brought him to life, and the assis- 
tant knows that without his work the character would 
never have reached the screen, The person who selected 
the colors, those who painted the cels, even those who 
carefully checked to see if this character had all his 
buttons; the cameraman who shot the scenes; the sound 
mixer who gave the special sound to the voice—to all 
of them, he is their character! This is as it should be. 
Unless everyone feels this closeness to the end prod- 
uct, the dedication will not be there and the necessary 
care will not be taken to insure that the end result will 
be the finest anyone can do. 


HOW MANY DRAWINGS DOES IT TAKE? 


‘Twenty-four frames of film are projected every second, 
with several drawings on each frame. 


There is the background drawing throughout, plus as 
many as four levels of drawings laid over it. For 
instance: 


A. Mickey's legs and feet (which do not move). 
B. Mickey's head and body (which do move). 
C. Pluto. 

D. Pluto's tail (which wags intermittently). 


Probable average of 4 drawings per frame times 24 
frames per second = 96 drawings. 


96 drawings a second times 60 = 5760 drawings a 
minut. 


The picture is 80 minutes long. 
There are 460,800 total drawings for film. 


But those are just the finished drawings (which will 
be put onto cels and painted, for another 460.8007). 


It began with the inspirational sketch man. He un- 
doubtedly did 1000 drawings, counting sketches, doo- 
dies, research, and final. 


Next, the story sketch men. Each man does at least 20 
drawings a day, 100 a week, 5000 a year, 15,000 
during the three years it takes to make the picture, 
Five men would easily do 75,000 drawings on each 
feature film. 


‘The layout man does about half that many; three layout 
men: 22,500 drawings. 


The animator makes at least five drawings for every 
one he keeps, but he does only about a fourth of the 
actual drawings in the scene. That would be 115,200 
times $ = 576,000 drawings from all the animators 
combined. 


The inbetweeners do the 345,600 left in the scenes 
once in ruff, once in corrections, and again in fin: 
perhaps 1,036,800. 


The clean-up men redraw all the animators’ drawings, 
keeping only about one of every three that they draw. 
115,200 times 3 = 345,600. 


Drawings by all personnel of gags, caricatures, maps 
‘of how to get to someone's house, explanations and 
suggestions for new staging would easily total 2000 
drawings. 


‘This makes the following grand total: 


Inspirational sketch 1,000 
Story sketch 75,000 
Layout 22,000 
Animators $76,000 
Inbetweeners 1,036,800 
Assistants 345,600 
Finished cels 460,800 

2,517,200 
Miscellaneous sketches 2,000 
Total drawings 2,519,200 


WHY DOES IT TAKE SO LONG? 


A feature film must be one hour ten minutes long, 
minimum. At ninety feet of film projected every mi 
te, there are 6300 feet to be animated. However, 
most Disney films were about ten minutes longer, 
totaling 7200 feet. 

Ten feet a week was the average output of an 
animator on this type of action; some did more, some 
less. The crew usually had ten men who could do this. 

“Ten men doing ten feet a week would take 72 
‘weeks to do 7200 feet. Add to that holidays, vaca- 
tions, winter colds, a touch of flu, slumps, mistakes, 
and a scene or two that has to be done over: 78 weeks 


total. 

‘There are six months of research before the film 
goes into production. There is one year of work on 
story, planning, styling, experimenting, and record- 
ing before animation is begun. 

Animation takes a year and a half. 

Six months follow-up time needed for clean up, 
color, music, camera, ete. 

Grand total: three years six months, if there are 
no catastrophes. (Twenty animators doing fifteen feet 
a week could do it in six months—but there are not 
‘twenty animators who can do even ten feet a week!) 


| 


13. The Uses of Live Action in 
Drawing Humans and Animals 


“This is a very important thing. There are so many people starting in on this, and they might go hay-wire 


jf they don't know how to use this live action in animating 


Our term “live action” refers here to the filming of 


actors (or animals) performing scenes planned for car 
von characters before animation begins. as compared 
Jo "regular animation, "" which develops entirely from 
"n artist's imagination. 
film has been part of the an 
as an aid to 


The direct use of live action 


ation industry for years 


tic nd 


'ompanion to animation, 


even as a replacement for animation. From time to 
time, almost every studio has fallen back on a strip o 


live film to perfect a specific action animators were 

ok ble to capture. At the Disney studio, filmed action 

of humans and ani 
3 
Zn 


ES y 


nals was used in many ways to do 


Walt Disney 


many jobs, and it led to some important discoveries. 
Live action could dominate the animator, or it could 


h him. It could stifle imagination, or inspire great 
yew ideas. It all depended on how the live action was 
conceived and shot and used. 


In the early 1930s, animators drew from the model 


regularly, but as the necessity grew for more intricate 
movement and convincing action in our films, this 
type of static study quickly became inadequate, We 
had to know more, and we had to draw better to accom. 
plish what Walt Disney wanted, Some new way had to 


be found for an artist to study forms in movement, and 


Helene Stanley, left, por- 
iays the gentle Anita in 
101 Dalmatians, while Mary 

likes is her overbearing, 

lamboyant friend Cruella 
devil Fach actress contri 

uted her own ideas on 
nee 
within he framework ofthe 
action devised for this par 
cular scene 


Wuwarors: Milt Kahl, Anita, 
farc Davis, Cruella: 
(01 Dalmatians. 


The animators’ drawings 
w the freedom used in 
terpreting the action on 
le photostats. Milt, ani- 
ting Anita, chose not to 
se the cringing body posi: 
ion suggested by He 
ile Marc went even fur- 
her with Cruella, adding 
he thrust to the neck and a 
hin, bony body. By work 
ng closely together, the 
po animators were able to 
jake the drawings match 
isise and scale, while the 
erformances of the ac- 
esses maintained the per- 
liry relationship 


120 


for this to be useful it had to relate to the work on our 
drawing boards. Running film at half-speed in our 
ction analysis classes was helpful for a general under. 
standing of weight and thrusts and counter thrusts, b 
the principles were not directly applicable to anima- 
tion, Our instructor Don Graham had chosen certai 
film segments as clear, isolated examples of move 
ments he could use in his lectures, but, while they 
gave us insight into articulation, they were still essen: 
tially classroom exercises. 

‘One day, during a discussion of how the Snow White 
dwarf Dopey should act in a particular situation, some- 
One suggested that his actions might be similar to those 
of burlesque comedian Eddie Collins. This led to every- 
one's going down to the theater to see the exceptional 
Mr. Collins perform. We invited him to the studio, 
and a film was shot of his innovative interpretations of 
Dopey's reactions—a completely new concept that 
began to breathe life into the little cartoon character 
Dopey had been the “leftover” dwarf, with no partic- 
ular personality and not even a voice; so, now, to see 
the possibility of his becoming someone special, and, 
Particularly, someone entertaining, was an exciting 
moment! And best of all, everything Collins had sug. 
gested was on film. 

‘There was nothing in the film that could be copied 
or used just the way it was, but as source material it 


was a gold mine. Freddie Moor 
of doing the experimental anima 


on on Dopey, and 


ran the Collins film over and over on his Movi 
searching not so much for specifics as for the over 
concept of a character. Then he sat down at his 
and animated a couple of scenes that fairly spa 
with fresh ideas, Walt turned to the men gathered 
the sweatbox and said, "Why don't we do more 
this?" 


Immediately other comics were brought in—en 
tainers from vaudeville, men who had done voices 
the other dwarfs; all were put before the camera, 
routines were filmed, just miscellaneous activities 
expressions that might help del 
‘own storymen who had a special 


cate a character, 
alent for acting 
dragged to the sound stage, and animators even! 
graphed each other. As Bill Cottrell said years l 
“Iv all sei ateurish now—but it was fünf 
was fun!" And that spirit of fun and discovery 
probably the most important element of that peri 

Now we had film that had been shot just for 
directly related to the characters we were drawing, 
even though the acting was crude, we all picked 
ideas to enrich our scenes. We quickly found 
there were two distinctly different ways this filme 
be used. As resource material, it gave an overall 
of a character, with gestures and attitudes, an idea] 


ms so 


could be caricatured. As a model for the figure in 
movement, it could be studied frame by frame to reveal 
the intricacies of a living form’s actions. 

At that time, the only way of studying live action 
fame by frame was to trace the film on our rotoscope 
machine. This was simply a projector converted to 
focus one image at a time, from below, onto a square 
fclear glass mounted in a drawing board. When draw- 
ing paper was placed over the glass, tracing after tracing 
Muld be made, each sheet kept in register by pegs at 
ihe bottom of the glass. It was tedious work and time- 
Consuming, but this was the way it had been done for 
Awenty years. 

Naturally, Walt chang 
He had the film processi 


ed that situation in a hurry 
g lab work out a system of 
fring each frame of a film onto photographic paper 
ihe same size as our drawing paper. These sheets, 
Which we called photostats, were then punched to fit 
ihe pegs of an animation desk, and the animator could 
Jw study the action by flipping ‘frames of film" 
luckward and forward, just as he did his drawings. 
Here could be seen every tiny detail of changing shapes 
And relationships in the movements. At last, the ani. 
Jpulors could study all of the mysteries that had in 
ligued them so long 

We were an 


azed at what we saw. The human form 
n movement displayed far more overall activity than 
jad supposed. It was not just the chest work 
inst hips, or the backbone bending around, it 
Vas the very bulk of the body pulling in. pushing out, 
Birelching, protruding. Here were living examples of 
ihe "squash and stretch” principles that only had been 
ies before. And here was the “follow throu 
And the “overlapping action." the changing shapes, 
fensions and the counter tensions, the weight shown 
the “timing,” and the “exaggeration ™—unbeliev. 
le exaggeration, We thought we had been drawing 
id action, but here were examples surpassing any- 
ig we had done. Our eyes simply are not quick 
igh to detect the whole gamut of movement in the 
figure 

‘Some actions were so complicated they were impos- 
Helo draw in caricature, and many of the moves that 
touches of personality were too subtle to capture 
All. The tilt of the head as it turned, the changing 
of an eye, the slight swelling of a cheek in a 


ing smile, the raising of a shoulder as the body 

forward—these were the precious elements of 
revealed by the camera. 

‚But whenever we stayed too close to the photostats, 
directly copied even a tiny piece of human action, 


enough, but the figure lost the illusion of life. 
was a certain authority in the movement and a 
that came out of the whole action, but it was 
ible to become emotionally involved with this 
, shadowy creature who was never a real inhabi 
of our fantasy world. 
Not until we realized that photographs must be 
drawn in animatable shapes (our proven tools of 
unicating) were we able to transfer this knowl- 
to cartoon animation. It was not the photographed 
tion of an actor's swelling cheek that mattered, it 
the animated cheek in our drawings that had to 
Ommunicate. Our job was to make the cartoon figure 
rough the same movements as the live actor, with 
sme timing and the same staging, but, because 
limatable shapes called for a difference in propor- 
the figure and its model could not do things in 
me way. The actor's movements had to 
!réinterpreted in the world of our designs and shapes. 
nd forms. 
long as we remembered to use the photostats 
as a reference in making our own statement of 
should be in the scene, our animation was never 


nowledge of anatomy and acting had to increase, 
our judgment had to develop, but, with an appre- 
ive Walt Disney watching every line we made, 

was automatic—difficult, but expected. Our 
tion picked up a crispness, a force, and a richness 
Her had before. This took study and analysis and 
il work, but once a movement was understood it 
could be incorporated into cartoon terms. We 


ff and unnatural on the 
unless there simply is no reality in a copy. The 
tors had learned this in art classes, but, some- 
Studying film of a moving model made them 
E that live action was different. The camera cer- 
records what is there, but it records everything 


that is there, with an impartial lack of emphasis. On 
the other hand, an artist shows what he sees is there, 
especially that which might not be perceived by oth- 
ers. His drawings can be closer to the true realism of 
aan object because he can be selective and personal in 
what he chooses to show. From the photostats, the 
animator chooses only those actions that relate to the 
point of his particular scene; then he strengthens those 
until they become the dominant action, with every- 
thing else either eliminated or subordinated. What 
appears on the screen is a simple, strong, direct state- 
ment that has clarity and vitality. The spirit and life 
have been gained by adapting the human form to an 
artist’s own designs, the shapes and forms that he uses 
in reaching an audience. This is no more than what 
artists always have done. Michelangelo's magnificent 
statue of David, for all of its power and beauty, has 
such distorted normal proportions that David would be 
a strange looking apparition were he to be met walking 
down the street. The celebrated Venus de Milo could 
not even fit into modern clothes, and most of the other 
classic beauties of art, who have enthralled men for 
centuries, would attract only stares of amazement at a 
social function. The point is: a work of art is never a 
copy; for it to have meaning to people of many genera- 
tions and numerous cultures, it must be the personal 
statement of an artist 

The first live-action films we had shot were for 
reference only, and it was pure chance that something 
fit either our story continuity or our sound tracks, But 
it was not long before one of us had picked out an 
action he liked on a piece of film, synced it up with his 
sound track, made a couple of adjustments in timing, 
and then incorporated that action into his animation. 
Soon we were shooting film for specific scenes or 
special actions, so that an animator would not have to 
spend too much time searching for relevant material. 

As a director shot more and more of his cartoon 
continuity in sequence with live actors, he began to 
realize that this was a wonderful opportunity to check 
planned business and staging before it was animated. 
This was also an excellent way of establishing early 
communication with the animator himself, for here 
was something tangible to discuss. The action was on 
film, and the director and animator could build from 
there, adding or cutting, doing more or doing less, 


Sirengihening or modifying: but, at least, they were 
Mating from the same point. 

All of this demanded more care in the planning and 
Shooting of live action film. If the image on the film 
Was right, a weak animator could get by with it and a 
[Bod animator could make it even better. However. if 
ihe live action was poorly planned, or sta 
Iconfusing manner. it would cause trouble for every 
one, and the director would do better to throw the film 
Way and start afresh with the animator and his story 
board. Essentially, the film should be considered a 
fünher step in the visual development of the story 
Material, like an advanced story sketch, and it should 
Be shot with that purpose in mind, Before going over 
[Ihe sound stage, the director should take a hard look 
tthe scenes he is planning to shoot and ask himself 


Ts this material really ready to go into animation? 


Does the business fit the story? The character? Is it 
Fight for the mood, the tempo, the overall idea? 


Is it entertaining? Is it just somebody saying some 
Wecessary dialogue, or is it a situation t 
tor a chance to build and contribute? 


t gives the 


Ifwe happen to get some funny action or new busi- 
ness, will it fit? Can this be used easily and effec 
it is? Will it make a good 
ene? Would I be excited if I had to ani 0 


Am I helping the animator by shooting this. or will 
Hi be tough to handle once it is on his board? 


And when the director is on the st 
fehearsed and the actor ready. he should remember 
genowned film director Stanley Kubrick's final 
Ek: "Is anything happe 
fim” 


worth putting on 


[fkes a director is exceptionally wise, or an anima 
fhimself, he should ask the man who ultimately will 
le the scenes to help plan the business on the 
i Almost always when someone else shoots film 
An animator the camera is too far back. or too 
jor the action is staged at the wrong angle to 


reveal what is happening. or it is lighted so that what 
you want to see is in shadow. Occasionally the footage 
will show only continuity of an actor moving from one 
place to another, or just waitin; 


. or getting into posi- 
tion to do something interesting later on. The action 
must be staged with enough definition and emphasis to 


The whole production unit often participated in the shooting 
of crucial actions. In this scene for Si Beauty, from 
the left, layout men Ernest Nordli, Don Griffith, and Tom 
Codrick check their layout continuity; performers Ed Kem: 
mer and Helene Stanley discuss their roles with the direc 
tor, Clyde Geronomi: supervising animator and. 
sequence director Eric Larson reviews the script while pro: 
duction designer Mac Stewart makes sure the camera posi 
tion matches the scene that has been planned. 


Gerry 


Actor Hans Conried portrays Capt. Hook and artist-comedian 
Don Barclay gives a very imaginative performance as Mr. 
Smee in this scene from Peter Pan. The prop man rocks 
the boat, creating an action that would be difficult to ani- 
mate convincingly, while an unidentified child actor plays 
the stoical Indian princess Tiger Lily 


as 
realistically and 


ng his wife Anita 


semiserious 
these second- 


be extremely clear, but neither overacted nor so subtle 
that it fails to communicate. 

Great care in the shooting produced scenes on film 
that were so succinct, so rich, and so well staged that 
they could be cut into the continuity reel almost like a 
first rough test of animation. However, they were not 
the straight pieces of acting one might expect in a live 
action film, because these imaginative scenes had been 
carefully planned for the medium of caricature. Usually 
we used actors whose talents included comedy, inven- 
tiveness, and creativity—as well as considerable theat- 
rical experience. As the result of building scenes with 
such people, incorporating new ideas, searching for a 
way that communicates better or offers more enter- 
tainment, the live action film gave the animator a 
springboard to go beyond what he could have im: 
ined himself. 

We photographed anything that might prove help- 
ful, and soon we discovered that the timing of a clever 
actor could make a mild gag hilarious, that an experi- 
enced stage comedian would offer sure ways of stag- 
ing a scene’s business, that another talent might suggest 
ways to put life into actions that had been conceived 
simply as continuity. Some actors gave back only what 
was asked of them; others were eager to take over and 
tell us how to do our whole production. In between, 
there was a group who enjoyed working on a role, 
building character, and finding ways to make it mem- 
orable. 

Many times a performer would devise a piece of 
business so funny, so unusual and appealing, that every- 
one would be sold on it immediately—blinded to the 
fact that its length would slow down the pace of the 
story. Just because some business is funny does not 


necessarily make it right for that place in the picture 
is very difficult to judge whether a suggested 
doing something is worth the extra footage or wl 
it can be shortened in animation without lo 
value. Comedy routines and personality-building bo 
take time; they cannot be rushed. The director am 
animator must decide whether they are gaining in 
tant development with this piece of entertaining aci 
or just stretching out the picture. 

Usually we did not use the same person for bot 
acting and the character's voice on the sound th 
since we found that actors had a tendency to gi 
same interpretation to both performances. What 
wanted was someone who could add to the p 
performance, come up with a new dimension, 
of doing it that no one else had suggested. To get th 
we needed an inventive actor fresh to the whole id 
with no preconceptions to limit his imagination, 

The sound track was on a record, which could 
played over and over while the actor was rches 
and trying out ideas for timing and character, Th 
when the scene actually was shot, a recording 
made of the sound as heard on the stage by the ad 


animator juggled the picture and the sound track 
and forth until they had the best sync they 
achieve. Sometimes a new interpretation would d 


hat necessitated doing the dialogue over with a differ- 
phrasing or expression; that sequence would be 
arked for a retake the next time the “voice talent 
atthe studio another reason for not recording all 
Ihe sound at one session. 
li became increasingly important to choose just the 
ght actor for this type of live action, since it would 
ve such an influence on the development of a char 
t's personality, and even on the entertainment value 
picture, Some comedians were versatile enough 
for characters in one picture after 
; but for the most part we wanted a different 


is virtually no room for new concepts from 
ctor, Once the role comes to life with the proper 
the visual image should match, and nothing 


course, there is always a big problem in making 
"Teil" or “straight”? characters in our pictures 
enough personality to carry their part of the sto- 
Animator and director Woolie Reitherman has said. 
art of animation lends itself least to real people, 
st to caricatures and illusions of a person." 

int of this is ıterpreted by many to mean 
ters who have to be represented as real 
i he left out of feature films, that the stories 
ald be told with broad characters who can be han- 


dled more easily. This would be a mistake, for specta- 
tors need to have someone or something they can 
believe in, or the picture falls aparts. In The Rescuers, 
the young girl Penny was surrounded by a whole cast 
of broad characters; but, while they enriched the story, 
they did not carry it. As Woolie said afterward, “Naw, 
the little girl was so believable! All those things around 
her were great, but you needed that sincerity.” 

‘The sincerity in that case came from careful planning 
of the scenes to make use of the most appealing aspects 
of this little character. Some miscellaneous scenes had 
been filmed of two different five-year-old girls, so that 
the animator could study how a child of that age moved, 
but there was no attempt to record special moves or 
actual scenes after that. Instead, the effort had gone 
into finding the right things for her to do and the best 
way for her to do them. It is axiomatic that boy or girl 
characters can be done more easily in live action than 
in cartoon, and that one should not do things in a 
cartoon better done in live action. However, if that 
philosophy had been followed over the years, there 
would have been no Snow White, no Cinderella, no 
Peter Pan, nor most of the features that the Disney 
studio produced. To make a “straight” character con- 
vincing and interesting requires great creative effort. It 
may take imagination and a knowledge of both story 
and animation, but there is always a way—if the staff 
is smart enough to find it and willing to work hard 
enough to accomplish i 

Generally speaking, if there is a human character in 
a story, it is wise to draw the person with as much 
caricature as the role will permit. Early in the story 
development, these questions should be asked: “Does 
this character have to be straight?" “*What is the role 


If itis a prince or a hero or a sympa- 
person who needs acceptance from the audience 
‚make the story work, then the character must be 
Wn realistically, but not necessarily in a restricted 
r. In /0/ Dalmatians, Roger and Anita had to 
€ treated as real people because of the genuine con- 
m they had for their pets; yet they were drawn with 
tealism than the prince in either Snow White or 
derella. The design of the whole picture, as well as 
treatment of the story, permitted the animator more 
edom in representation, The Baduns and Cruella 
Nil had broader roles and could be drawn with more 


Whenever two or more animated characters are in 
simo scene, interrelating in ways that are true to 
own personalities, live action staging can be par- 
ly helpful. Technically, it is difficult to animate 
characters sharing a space, moving them about 


feeling of dimension and volume in the scene. 
lom is compounded if some critical acting is 
ene is shot with 
mind, and the actors move around in a way that 
pful to the animators, everyone will benefit. 

Clark was given the scene to animate of the 
dwarfs dancing with Snow White—the only long 
showed the dimensions of the dwarfs’ room 


led away from the camera was controlled by work- 
the live action film, but the matching perspec- 


the scene amazingly convincing and added cre- 
10 the whole sequence 


inded out piecemeal when an animator needs 
Obviously the choreography will be richer if a 
plans it all, instead of leaving it up to the 
Ned fantasies of some storyman. In the scene 
l there was a special problem with Snow 
hand positions. Just how high can a dwarf 


reach up comfortably to dance with a young girl? The 
height of each dwarf had to be planned, not in relation 
to the girl doing the live action but to her cartoon 
Proportions, derived from the photostats of her danc- 
ing. For the scene to be effective, it was important that 
the dwarfs should not strain or be awkward as they 
reached to take her hand. Fortunately, with Ham Luske 
shooting the live action, all such details were carefully 
covered 

It is not worth the trouble of filming simply to record 
a change in size as a character comes closer to the 
camera, but if a major part of the design of a scene is 
based on startling perspective or the relationship of 
several characters working in perspective, then a great 
deal of the animator's time may be saved by first 
proving out the effectiveness of the scene on film 

The same strategy applies to the action of the inan- 
imate objects that might be in a scene, Rolling barrels, 
falling trees, avalanches, moving cars, wagons, and 
trains are all time-consuming and tedious for an ani- 
mator to master, and they are questionable expenses in 
the animation budget when tracing such things from 
photostats will give just as good results, if not better 
In Pinocchio, Stromboli locked the little fellow in a 
large bird cage made of bent sticks, which bounced 
and swung as his wagon bumped along the cobble- 
stone streets. The cage even had a small perch inside 
that was swinging in a separate action. This intricate 
object would have been almost impossible to draw in 
the first place, let alone to capture the weight and 
convincing movement of its action. However, the point 
of the scene was not the cage but Pinocchio's reaction 
while inside, calling for help. That action in itself was 
difficult enough for any animator, and fortunately there 
was no need to add more expense to the scene by 
having someone work over and over on the drawings 
of the swinging cage. A model cage was built at half 
size, and it was filmed so it appeared to be the right 
scale and weight for both the little puppet and the 
wagon. The animator then worked with tracings from 
photostats of the swinging cage. attempting to match 
the acting he wanted with the changing perspectives of 
the bouncing cage. It was a nightmare to animate, but 
a spectacular theatrical device. 

In 1948, Walt Disney had money problems (again). 
Pinocchio (which had been finished in 1940) had not 


f 101 Dalma 
acollision be 
sdrivenby the 
ning the scene 
ofthe cars are 
, layout man 
"Davidovitch, 
{model maker 
effects anima 
ckley and, at 
Fd Cook. Such 
Í take hoursto 
tout this kind 


Tracings from photostats of the bird cage that imprisoned 
Pinocchio gave the realistic action that was needed while 
saving the time that would have been required to animate 
such a difficult assignment. Even more time was saved by 
drawing the back of the cage on one level and the front on 
another so that Pinocchio could be sandwiched between the 
two without tedious registration to the bars on every drawing. 


The model of Cruella's car 
was painted with black lines 
that made it look like a 
drawing when reproduced 


on the photostats. The in 
age was cut out and pasted 
on a cel, then copied by the 
Xerox process like any 
drawing. Once ir was paint 
ed in flat colors, as shown 
here, it looked just like the 
other cels in the picture 


yet paid for itself, Fantasia looked as if it was always 
to be in the red, Bambi, Walt's favorite picture of all 
was still not in the clear. The solution to the studio 
financial bind seemed to be 


another cartoon feature 
long the lines of the successful Snow White—rathep 
anything experimental. Although “package pits 
like Make Mine Music, did not have the pide 
duction difficulties of a storytelling cartoon featur 
they had not been very profitable either. A new, Ie 
expensive way to make the projected Cinderella asi 
full-fledged animated feature had to be found. Reason 
ing that animation was the most costly part oft 
business, Walt felt that everything possible should be 


th 
tures, 


done to save the animator's time, to help him mal 
that first test “OK for cleanup" without correction 
He turned to live action to solve his problem 

All of Cinderella was shot very carefully with IN 
actors, testing the cutting, the continuity, the staging 
the characterizations, and the play between the char 
ters. Only the animals were left as drawings, and sta 
reels were made of those sketches to find the bala 
with the rest of the picture. Economically, we col 
not experiment; we had to know, and it had lo 
good. When all of the live film was spliced togeii 
this was undeniably a strong base for proving the work 
ability of the scenes before they were animated, 
the inventiveness and special touches in the acting 
had made our animation so popular were lacking 
film had a distinctly live action feel, but it was 
beautifully structured and played so well that nd 
could argue with what had to be done. As animal 


‘We felt restricted, even though we had done most of 
ihe filming ourselves, but the picture had to be made 
fora price, and this was, undeniably, a way of doing 


By the time we were starting Peter Pan, we had 
ned 10 get further away from any actual use of the 
action scenes, restaging them after seeing weak- 
‘esses, using the film as a starting point from which to 
build and invent and enrich. We had been shown the 
‘Way lo go, but we had to do the “*going” ourselves, 
d the picture was better for it. We recaptured much 
Of the fantasy and magic in the features made before 
second World War. 

Animators always had the feeling they were nailed 
Whe floor when their whole sequences were shot 
ahead of time in live action. Everyone's imagination 
/ Io how a scene might be staged was limited by the 
ment of the camera, for once a scene had been 
hotit was very hard to switch to a whole new point of 
wen though in animation it is quite easy to 
Ip Ihe camera from a star, or a nearby cloud, or let 
ft with the breeze wherever it is needed, 


imals 


animal in a film is wearing any kind of costume, 
hecan be handled with human attributes and the audi- 
ge will accept him. In contrast, if an animal in his 
fur should suddenly stand up and start gesticu- 
lin the viewers will feel uneasy. Put a cap on him, 
Fate, and he can swagger around, gesturing and 
ining like any ham actor. 

Stranger than that, if the story parodies human activ- 
as in Song of the South and Robin Hood, there is 
D need to restrict a character's movements by the 
ns of its animal body. The character can have 
iman hands, fingers, a human pelvis, and feet with 
hoes. Of course natural animal drawing or realistic 
lion will always add sincerity and interest to this 
ype of film, but it is not truly needed to tell the story. 

ihe other hand, if the story is man's view of what 
animal world is like, as in Lady and the Tramp, 
DI Dalmatians, and The Jungle Book, the animals 
lst be completely believable or the whole premise 
ill collapse. 

fe was a unique situation in The Sword in the 


2 
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Stone that called for s decisions. The young 
Arthur had been turned into a squirrel by Merlin, the 
magician, so that the boy could gain a better under- 
standing of the world of nature. While in this guise, 
Arthur met some real squirrels who accepted him as 
one of their kind, even though he could not speak their 
language. The problem was to animate the boy so that 
he would be believable both to the audience and to the 
squirrels. If he were just a boy running around in a 
squirrel suit the audience would have no trouble recog- 
nizing him, but would people believe that real squirrels 
could be fooled so easily? If the boy were animated as 
a genuine squirrel, it would be impossible to preserve 
his character—or the humor in a situation based on 
Arthur's being a misfit in a foreign land. The compro- 


mise was to have the boy limited in his actions by a 
squirrel's body and appearance, yet retaining his o 
thoughts and mannerisms. He had to move like a 

rel, but a rather inexperienced one, 

When we say “real,” we mean only what the audi 
‘ence accepts as being real, for obviously a real ani 
cannot act or emote as broadly as animators require 
The more an animator goes toward caricaturing 
animal, the more he seems to be capturing the essen 
of that animal, and the more he is creating possibiliti 
for acting. For example, if we had drawn real d 
Bambi there would have been so little acting potential 
that no one would have believed the deer really existe 
as characters, But because we drew what people i 
ine a deer looks like, with a personality to match, i 
audience accepted our drawings as being complet 
real 

Of course, style und design are part of this, lo 
caricature cannot be made without them. But the | 
point is that characters on the screen appear to be mo 
real when they can be animated to have personal 
and this only can be done when there is potential 
movement in all parts of the body. In other wo 
more realistically animals are drawn, the less real 
will appear on the screen. 

The animals in Snow White were crudely dra 
compared to those in Bambi, yet they all behaves 
way they should to work with the girl in that s 
And some people even thought the animals were m 
Since it certainly was not the drawing that made 
creatures so convincing, it must have been the al 
in the animation. 

When learning to draw anything, it is importanti 
the artist go to the source. Afterward he can 
use of his knowledge that he chooses, but in the beg 
ning he must study the real object, whether it 
zebrula or an aardvark. If Disney artists were go 
animate a fox, they would try to get a real fox tost 
and photograph, and, if possible, feel. Nothing m 
the learning that comes from feeling an animal's 
and muscles and joints, to discover how they 
together and how far they can move in any di 
is always surprising. The artists would get illustra 


looks like a fox. How is he different from other 
mals? Then they would get film of foxes in acti 


Cinderella's little bird friends were deceptively simple. They 


presented hours of study and a full understanding of real gay 
birds. 


Drawing 
Davis wh 
structure, 
bird. The 
such info 
can begin 


rector Woolie Reitherman had a pet fox that we could 
le, photograph, and study as work was startin 


Fox ind the Hound, 


Major diff 
a fox and 
immediate 
their skelet 
The fox se 
ready to da 
well under 
pelvis tite 
dogs stand 
the fox and. 
a different 


Les sion 


ly their movements and their timing. What makes 
animal a fox? What attitudes or actions are unique 
him? 

WNeirly always, film was available on virtually any 
nal, because of the studio’s great live-action se 
Life Adventures. The animators drew from this 
raced off bits of action and timing to study, tried 
My actions in successive drawings, and then went 
Bl study some more. They found that the amaz- 


photographs made by Eadweard Muybridge! near. 
ly a hundred years ago were good for reminding them 
of what the animal does, but his cameras did not always 
catch the extremes or details of relative timing, and 
the pictures could be misleading if the animators were 
unfamilar with the animal or the action. Since it is 
always hard to figure out the bumps and shapes in still 
photographs, live action film is more useful; you can 
see a roll developing, or pulling out straight, or a 


The sequential photographs taken simultaneously from three 
different angles by Eadweard Muybridge in the late 1800s 
provide the best general reference available for any student 
vf actin and motion. The thrust of the body, the straight 
legon both the jump and the landing, and the bulging tissues 
inthe low positions are all clearly evident in these photos 
What we call “squash and stretch. Note also the secondary 
Aktion of the arms to maintain balance 


& 


SketchesbyO 
What males 
and appealing 
tor tries to di 
sketching fro 
Jor Aristocats 


The Rescuer 


bulge coming up, or a joint moving under the skin 


for six or seven weeks while everyone learned to draw 
a new character. That would have been a lovely way 
to gain knowledge, but it was not economically feasi- 


ble. Other than a special class that might start at 430 
rat and go until 6:00 (one hour of our tim 


insta 
half hour of Walt’s), all of this research was don 
while keeping up our foo 


ge on the current production: 
after hours, weekends, noon hours, whenever we could 
squeeze in some extra time, Each man wanted to dà) 


best, and when he saw others drawing better he 
ickly tried to learn what they knew. 

is sharing of knowledge speeded up the whole 
ing process and kept a stimulating atmosphere 
e. If one of us started to fall behind, Walt might 
|, "We can do better than that!" as if the individual 
mot as important as the whole team effort. How- 
er, he was more apt to say, "Why don't you go see 
Davis? He's got some nice drawings of those 
et. Y know, he doesn’t get all tied up in the anatomy; 
they look real, and they've got an appeal and a 
mality. You oughta go look at them; Marc might 
to help you." And Marc would, and so would 
and Eric, and any of the sketch men working 
d of the animators, developing ideas. 

these men, Bernard Garbutt had the most perplex- 
talent. He knew animals and how they moved and 
W they did things, but he never drew from an action 
int. There were no thrusts, no muscles, no 
d springs, just clear, simple outline of the animal 
ment, We would go to him with a specific 
m; “I've got this deer getting up, and I know 


the hind end comes up first. Then I put out his front 
legs... I think that's right, but what happens to the 
head at that point?” 

Garbutt would perch on the edge of the table, more 
like a bird than a draftsman (he never seemed to si 
a chair), and start explaining, and while he talked his 
pencil would start making a thin line that seemed to 
meander aimlessly across the paper. We would tum 
our heads first one way, then the other, trying to see 
what he was drawing, but the lines resembled a tangled 
cobweb as much as anything else, Then, suddenly, we 
saw a deer in the precise phase of the movement we 
had described; only Garbutt was drawing it upside 
down so it faced us. 

While we were blinking and trying to absorb that 
combination of rendition and explanation, he would 
continue: "Now with a camel, he'll put this leg out 
first and keep his head down. . . ."” When he had 
finished drawing a camel getting up, he would go on 
to the buffalo, just so we would have a thorough 
Understanding of what was unique about the deer in 
this particular action. In ten minutes we had a whole 


/ 


course in comparative anatomy, illustrated with gentle 
litle contour drawings that had no boldness or vigor, 
just surprising accuracy. 

We had another unique talent in Retta Scott, the 
first woman at our studio to have an interest in ani- 
mation. She had an astounding ability to draw powerful, 
virile animals from almost any perspective and in any 
action. At one point in Bambi, we needed some con- 
vincing and frightening hounds to chase our heroine 
Faline, but none of the animators was advanced enough 
in his understanding of hounds to tackle the assignment. 
Retta could draw the dogs in any position, and she 
knew the attitudes and the mood, but she was inexpe- 
rienced in the art of relating one drawing to the next. 
So the supervising animator, Eric Larson, set the scenes 
up for her and showed her what needed to be done. 
With typical modesty, Eric says, “I worked with her 
on the timing, but she did it all; she worked and worked 
on it," However it was done, between the two of them 
there appeared on the screen one of the most chilling 
and exciting pieces of action ever to be animated, 


Another imaginative bit of problem-solving call 
for in Bambi was the drawing of the 
antlers. To follow through the perspe 
Prong as the head moved about was just too comp 
cated for even the most mechanically oriented 
and the first filmed tests of the animation d 
revealed rubbery, wandering antlers—a distress 
‘of majesty in what should have been the stag's 
glory. So, a miniature plaster model was made ol 
stag's head with the full complement of antlers 
and this was placed beneath the glass of the old 
scope machine. Up on the drawing board, the a 


had the first drawing of a scene with just the head of 
the stag carefully drawn in. He slowly turned and 
tilted the model underneath until the head lined up 
exactly with his drawing. This done, he simply traced 
the horns. That drawing completed, he moved on to 
the next; with a slight change in the model, more 
horns were ready to trace. The result was perfect—a 
bit tedious, but not nearly so demanding as the attempt 
to draw it all in perspective from imagination 

Rico Lebrun had been hired as we began to work on 
Bambi because of his knowledge of animals and his 
ability to teach. He felt strongly that the only way to 
earn all about an animal was to get your hands on it 
and move it about and feel how the parts worked. He 
started a search for a young fawn, but since none was 
then available we contented ourselves with studying 
what film we had and observing older deer at the zoo. 
One day. Rico got a call from a ranger in the Forestry 


Service who had come upon the carcass of a very 
young fawn, no more than two days old. It was still in 
good condition, and he could have it! Rico was ecstatic 

That night in class, we crowded in close to watch 
the movements of the legs and the back and the head 
ig the 
articulation of each joint, He was enraptured with his 


as Rico turned the body round and round, test 


model; we were a bit more reserved—after all, it had 


been dead for three or four days. Excitedly, he an 
nounced his plan to remove the outer layers, a little 
each night, so we could learn all the intricate workings 
right down to the skeleton. The whole procedure might 
take ten evenings in all 

The next night, we stood farther back as Rico 


anımaror. Don Lusk— 
Bambi 


Drawing problems were 
more of a threat 10 the ma 
jestic stag in Bambi than 
the bullets of the hunters 
No one could draw the im- 
posing antlers so that the 
volume and perspective 
were constant from draw 
ing to drawing. Th 
curacy seen here cam 
tracing a plaster model that 
could be turned in any di- 
rection 10 match the ani 
mator's drawing. 


The fawn that had been the. 
model for so many inspira 
tional sketches had grown 
up by the time the anima: 
tors started on the picture 
Here, Rico Lebrun shows 
Frank Thomas how the 
head fits onto the neck 
Also watching are Reta 
Scott and Bob Youngquist. 
(Man in foregroundis keep: 
er for the deer.) 


The deer showed more in 
terest in Ollie Johnston's 
drawing than in her job of 
posing for the class. In 
background, Milt Kahl, 
left, and Bill Shull. 
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pert model-makers con- Tails and Ears Are Important Too 


uted a jointed armature 
young deer for the ani- 
lors to study while work- 
on Bambi. Based on 
5e 's drawings, 


thing moved correctly, 
down to the toes. 


(1) Ears are an important 
part of the attitude on any 


ex 


(2) Hair can be a key to 
personality, and manytimes 
will show how a character 
feels. Scraggly hair gives 
‘an unkempt, irritable look 
Smooth and sleek fur is soft 
and feminine 


P NR. 
X 
my 


(3) Tails can do much to 
show the mood of an ani 
mal. They can give a perky 
feeling, or show dejection, 
or affection. They should 
not rest on the ground with. 
out a reason. They must 
have life 100. Watch out for 
“dead” tails 


(9) Remember. i must Ged) (4) The neck is ofen pass 
squash and stretch in move- 4 ed over when considering 
It can be arched for bellig- 


removed the skin—so we could examine the muscles 
and the tendons and the remarkable engineering prin- 
ciples revealed in this wonder of nature. Unfortunately, 
each time he contracted or extended any part of the 
cadaver a rich aroma was pumped into the air, He 
called to us, “Hey, fellas, get in here close where you 
can see what this thing is doing.” 

We answered warmly, "Oh, we can see just fine 
from back here!” 

In spite of this unique opportunity to gain vast 
knowledge, attendance at those evening classes began 
to fall off. However, Rico's enthusiasm seemed to 
increase in direct proportion to the odor, which no 
ings by Rico Lebrun of the skeletal construction of a longer could be described as merely pungent. Our noses 
inn in various positions, done after his exhaustive research finally turned us all away, but not his. He stayed with 
the cadaver he brought 10 class : 

his prize until it was only bones. In the end, Rico 
furnished us with a wonderful set of drawings that we 

studied with considerably more relish. 
^, While it is extremely helpful to understand the anat- 
x omy of an animal, its movement and timing and bal- 
ance and rhythm are just as important from an animation 


standpoint, and probably they all should be learned 
Wow, together. This is a comforting thought if the subject is 
| al w, lio, or tiger. or rhinoceros, or any large, wild crea- 


7^ Exhaustive research was always done as the animators be- 
i gan a new character. Sketching directly from the film of. 
IN ten catches the spirit of an animal and the essence of his 
.. movement. For 101 Dalmatians we used our filmed action 


this way more often than on photostats 
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Structural analysis— 
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al characters be- 
emerge in these 
sfrom film and from 
by Ollie Johnston. 
were the geese we 
tographed for a se- 
in The Aristocats. 


in and giddy spin- 
lia and Abigail, 

appeared in the fi- 
n. 


ture. We had little desire to probe with our fingers the 
inner workings of the orangutan while animating King 
Louie for The Jungle Book. A few charts of compar- 
ative anatomy and some reels of film told us as much 
as we wanted to know. 

Long before our artists encountered Rico's fawn 
cadaver, they had been studying the general behavior 
of real deer at close range. The studio had been sent a 
pair of fawns from Maine that were kept in an area 
alongside the animation building, and the artists had 
only to glance out the window for stimulation and 
reference to the real thing. Despite the great value to 
the artist in directly observing an animal in its daily 
activities, when a story called for a rare or unfamiliar 
action from a deer it was still a major problem for the 
animator. In the first sequence of Bambi we needed to 
portray those initial few minutes in a fawn’s existence, 
when it is wobbly and vulnerable and puzzled by the 
world, and dependent on its mother. However, nature 
endows fawns with a strength and coordination that 
develops so quickly that within only a couple of hours 
they are very different creatures. When the San Diego 
Zoo phoned to say they had a doe ready to foal any 
day, the studio shipped a film crew down there imme- 
diately. They set up their equipment just outside the 
deer's enclosure, at a spot that gave them full cover- 
age of every part of the pen. There was no place the 
doe could have privacy if she desired it. Although she 


had given all signs of being ready to deliver, alo 
nights vigil produced nothing. Nor the next d 

either. The weary crew prepared for the second mi 
under the watchful gaze of large, doe eyes. 


came and the prospective mother was calm 
served. The crew was exhausted 

When nothing happened during the whole day, 
signs, no indications of any kind, the crew decid 
get some sleep and come back about midnight, ha 
been assured by the zookeeper that most births o 
during the small hours of the morning. They | 
gone for barely five hours and returned still gr 
and bewildered from too little sleep, but they 
even more bewildered to gaze upon a frisky, 
five-hour-old fawn prancing about the enclosure 
crew went back to bed. 

In contrast to live action films of humans, se 
animal action seldom can be spliced into any 
helpful continuity. There might be a short seq 
action scenes in a run or a fight that could be pi 
together from scraps, but more often the ani 
to be inventive, to find a specific place where he 
use a particular action. Hopefully, he can find 
film of an animal flopping down in an exhausted: 
or one getting to its feet with a feeling of tired, 
muscles, or a spirited, excited turn, breaking i 
run—all movements that suggest an attitude, 
this, the animator can place a line of dialogue d 


Toad. 


The weasel has a long body 
a stealthy appearance, and 
is assumed to be sneaky and 
up to no good. Asa cartoon 
character, he became a fast- 
moving hoodlum. 


lh the same type of feeling, and with a little adjust- 
ent here and there (to improve the sync and match 
phrasing) produce a scene with convincing action 
lievability 

101 Dalmatians, scenes were shot of a dog 
inning up stairs, stopping and turning, coming down 
E stairs, straining on a leash—all of which were 
ite aids in timing scenes for the picture and 
animators to achieve natural-appearing action. 
ul the scenes that brought the characters to life were 


the ones imagined by the animator, showing what the 
dog could have done, in ways the dog would have 
done it. 

In addition to movements needed for scenes and 
continuity, many miscellaneous actions were filmed in 
trying to capture something of the individual animal's 
‘own personality. These natural movements proved to 
be the most helpful, since special meaning could be 
given them by adding dialogue, or music, or sound 
effects, thereby interjecting an extra quality into the 
behavior. 

Probably the most important rule for any kind of 
animal photography is, "Don’t be afraid to waste 
film!" To get the natural, the unexpected, the rare 
‘moments, there must be unlimited patience and a run- 
ning camera. The director who is determined to get 
only what is called for in his script, and get it right, 
will miss the wonderful things that make an animal 
what he really is. The animator who leaves the whole 
tedious business to others will miss the firsthand knowl- 
edge that only can come from being with the animal 
while attempts are made to capture its unique attri- 
butes. The best actions are invariably unplanned, 

When the casting was set for us to animate the geese 
in Aristocats, we borrowed a camera from the studio 
and visited a friend's ranch. He had two geese, some 
assorted chickens, and a decrepit, tattered white tur- 
key who had an amazing desire to star in a screen test 
‘The whir of film running through the camera caused 
him to strut about with his three or four remaining tail 
feathers askew, but it made the geese run away. 

As the geese ran, we were amazed to see how closely 
they stayed together, with their necks almost inter- 
twined. We had expected the roll of the body as they 
paddled about clumsily, but the way the two geese 
worked together was startling. At once a kind of char- 
acter emerged for the two, which went beyond the 
dialogue we were contemplating for a pair of silly 
spinsters on a walking tour of France. The film we 
took seemed to have an almost constant overlay of the 
preposterous turkey, but behind him were always these 
two heads peering around, keeping their eyes on the 
camera and the highly suspect man behind it. We 
sketched from the film and from our memory. for once 
we had seen these girls in action, nothing could erase 
the reality of their intense skepticism. The nicely 


T. Ken Anderson— 
in Hood. 


the Sheriff of Notting- 
might look as a goat: 
iedieval finery appro- 
feto the period, and as 
odern Southern high- 
patrol officer. 


e dragons with three 
rent personalities: (1) 
efinedand poetic char- 
rin The Reluctant Dra- 
(2) The impulsive and 
sciplined Madam Mim 
le Sword in the Stone. 

he spectacular trans- 
ation of the evil fairy 
eficient in Sleeping 
ly 


designed drawings of geese that we had seen on the 
storyboards were suddenly two very real personalities 
bustling about with their own private dignity—haughty, 
appraising, critical, and funny. They were real geese, 
with all the movements of real geese, but they had 
revealed the personalities that could be understood and 
shared by all humans. 

Finding entertainment in a personality does not mean 
making a clown out of that character. It means only 
that one is relating to qualities common to all individ- 
uals, and there is no loss of dignity inherent in that 
process. The personality traits can be heroic, altruis- 
tic, or noble; it is the use made of them in the story 
situation that determines whether they are 
cute, or stupid, or mean. There are many ways of 
being entertaining, and the challenge is to the storyman 
to create situations where these individual traits can be 
brought out in an entertaining way 

Many animals have their attributes already defined 
by the legends and stories of various cultures. A coy- 
ote is a cunning and wise hero to the American Indian, 
and a villainous predator to the sheepman. To most 
people, a rabbit is nervous and almost completely help- 
less; a wolf is all villain, whether he is slavering or 
deceitful; and the beaver is hard-working with no sense 
of humor. When casting a picture with good guys" 
and “bad guys," these are important considerations. 
The “good guys” have to be small, ineffectual, cute, 
and associated with nonviolence. It doesn't matter if 
the real animal is that way or not. You are playing off 
images in the viewers’ subconscious, and if people 


comic, or 


grew up thinking a certain way that is where you must 
start. To have a mean and cruel kitten terrorizing a 
family of nervous, flighty bears is an uphill fight for 
everybody 

Still, there is considerable room for variations, In 
Robin Hood, some of us thought the Sheriff of Not: 
tingham would be more interesting if he were a goat, 
As the story was structured, there was no need for him 
to be a crafty villain; he was only stupid, bossy, and 
unconcerned with the people he might be hurting. A 
goat with a thick skull could do this much and give the 
animators a new animal to draw that could open up 
fresh ideas, 

The director of that film felt just as strongly that 
Sheriff should be a wolf, because the audience belie 
the wolf to be a villain, The fact that recent rescarel 
has shown him to be a good family man and a fi 
fellow will do little to change ideas that are centuri 
old. In addition, the goat has no established role 
legend, and we would have the burden of proving. 
he was good or bad or indifferent. Developing 


image could waste precious footage that might be 
ter used to show entertainment in the specific kind 
villain he was. 

The most provocative discussions come when 
story calls for a mythical creature, or one that has 
appeared in tale or legend. A dragon is known to 
ill-tempered and sullen, so that is not too much of 
problem. But other pictures may include creatures wi 
no connotations. When Woolie Reitherman was 
mating the dinosaurs in Fantasia, Walt told him 


beware of any human personality traits, “Don't make ; 
them cute animal personalities. They've got small X 
brains, y'know; make them real!” It was a disarming Y 


request since there was little research possible on what 
a real dinosaur might have been like, but Woolie was 
not bothered. He dipped into his imagination, com- A 
bined that with a few raw animal things he had seen, 
and, working closely with Bill Roberts, who was 
directing that sequence, came up with scenes of dino- 
saurs that seemed to be just the way people always 
imagined these giants should be, if ever they had 
thought about it before! Fortified by Stravinsky's mag- 
nificent score, they created, together, a stirring film 
that never can be forgotten. 


ANIMATOR: Woolie 
Reitherman: 
“Rite of Spring.” Fantasia, 


Triceratops and Stego- 
i live again through 
magic of animated 
sings. 


Who knows how a dinosaur 
walked millions of years 
ago? The animator drew 
erased, corrected, and drew 
again before getting this 
convincing walk on the Ty 
rannosaurus Rex 


A 16 pound bowling ball is 
rolling down the alley. It 
has a smooth, continuous, 
evenly spaced progress. 868006026 

tis not erratic: it does not 

speed up and slow down, - d 
then speed up again. | re) 


It does not change direc- 96 | 2 

tion abruptly (unless it 99 € e eo» e... bé 2 Y 
meets something stronger). 1 

How much an object weighs e r 


Jort is required to move it, 
to stop it, to change its di- 
rection. These are shown 
through Timing, Arcs, and s 
Squash and Stretch. 


is shown by how much ef- 56606995, 
@ 
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If the object is a character, 
a leg is put out to take the E ÉS 
weight, squashing and ab- 
sorbing the force of the 
move. 


In 1928, Mickey had charm 
but no weight as he turned 
a corner without regard for 
support or gravity. 


This spirited walk with the 
bounce in the middle was 
used by everyone in the 
early thirties. It was al- 
ways done to a musical 
beat, giving a happy, ener- 
getic feeling to the action 
anda jaunty attitude for the 
character. Combined with 
some carefree whistling, it 
did much to establish Mic- 
kes's personality. 

(146) Mickey starts a nor- 
‘mal step. lifting his body 
high 4e 
(148) In the middle of the 
step, he dips down 

(131) Then up again to a 
high position on head and 


nally, the low, 
* position as he 
places his foot to complete 
the step. 142 


alks 


falks always have become troublesome and com- 
ied to animate. The action can become so in- 
led with weight distribution and balance and sec- 


THE IMPORTANCE OF WEIGHT 


iry movements that every single drawing becomes 
dache, yet they can do so much to reveal person- 
and attitude that they are one of the animator's 
tools in communication. Many actors feel that the 
Step in getting hold of a character is to a 
he will walk, Even the most casual study of peo- 
on a busy street will reveal dramatic differences in 
they achieve simple locomotion: long strides, 
steps, determined waddling, bouncing, mincing, 
rippling; there is no end to the variety 
the early cartoons before sound came along. 
were few attempts to make walking anything 
than a means of moving the character to a new 
fon on the screen. There was pacing back and 
occasional dragging of feet in sorrow or despair. 
ful striding as the hero fought back. but no. 
wor tried to establish character by the way the 
walked. With the introduction of sound there 
the "rhythm walk," with its extra bounce in the 
le that gave life and spirit to à mundane ch. 


in everyday activities. Once the character went into 
action. it was the same old business of moving the 
body where the animator wanted it to be, then adding 
legs and feet underneath moving up and down. 


A marching soldier 
make a sharp 90° 

the corner, But if he. 
ning fast, he will s 
wide, slipping and ski 
and leaning into the 
10 keep his balance, 


p 


ayimaror: Frank Thomas— 
Robin Hood. 


Robin Hood runs in to pick 
up the last sack of gold. He 
laces his foot well infront 
of his body and slides into 
position, lifting the other 
leg and planting it 10 help 
support the weight of the 
gold as well as to start his 
change of direction. 


Walks THE IMPORTANCE OF WEIGHT 


It was the realization that the cartoon figure could 
not be believable without convincing weight that really 
changed the animators’ thinking. The principles of 
squash and stretch were beginning to be understood 
and provided the procedures and the tools for display- 
ing the new discoveries. Basically the principle was 
that a moving body could not be shifted in direction 
without encountering resistance from something in its 
present path of movement, causing it to turn 


NA 


auaror Frank Thomas— 
The Rescuers. 


Luke, the muskrat, is run- 
ning with his jug when he 
meets a crocodile, makes a 
wild, scrambling take, re- 
verses direction and zips 
out. Through this impossi- 
ble action, the jug is timed. 
realistically. with a full 
arc and convincing weight, 
which makes everything. 
else seem believable too. If 
the jug had flipped about 
like a piece of cloth the 
whole scene would have 
been just another frantic 
cartoon take. 


fe PF 


The scent of pe 
ing through th 
Moose Hunt 


(1) Objectsormaterialsthat 
weigh different amounts. 


TER 
IS 
a 
Maid Marian's scarf blows 
inthe breeze in Robin Hood. 


ANIMATOR: Fred Moore— 
Pluto's Judgment Day. 


Even in cartoonland, Pluto 


a new direction is estab- 
lished. 
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animaron: Ollie Johnston— 
101 Dalmatians. 


Pongo has seen a beautiful 
girl with a young female 
dalmatian go into the park. 
Straining on his leash, he 
drags his master in pursuit 
of them. 


GC X ( m" 
OCR AS, C e 


(2) The elements can influ- 
ence the feeling of weight, 


avimaron Fred Spencer—Moving Day 

Donald is trying to get a fish bowl off his rear by tying 
suspenders around it and attaching the other end to a piece 
of furniture, Here he is running and slipping as he reaches 
the full tension of the suspenders 


Roger and Anita, from 101 
Dalmatians, have fallen into 
the pond. The water has 
made all of their clothes 
heavy and limp and sag- 
ging. 


The weight of the engine is 
shown as it skids to a stop, 
‘and the added touch of the 
coalflying momentarily into 
the air helps the effect. 
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(3) Weight is revealed by 
how hard a character has 
10 push or pull against an 
object. 


ANIMATOR: Fred Moore— 
Snow White. 


Dopey zips into the scene 
hoping for a second kiss 
from Snow White. In order 
10 keep him in balance in 
this abrupt stop, the ani- 
mator used a cartoon slide 
with the feet well out in 
front, followed by a rigid 
vibration on the recovery. 
This caricature of a me- 
chanical stop added enter- 
tainment without destroy- 
ing the weight or believabil- 
ity of the character. 


asiaton: Frank Thomas— 
The Sword in the Stone. 


The great wizard Merlin 
has changed himself into a 
squirrel and met a fat and 
very coy female. She ismuch 
stronger than he and finds 
his puny efforts to shove her 
away highly amusing 


Milt Kahl— 
lio. 


roughs of Pinoc- 
ily skipping off to 
show the amount of 
x that is possible 
vement of even a 
boy. 


y Frank Thomas 


Walks FOUR-FOOTED FRIENDS 


By the time we had finished our work on Pinocchio 
in 1939, the animators had done skips and runs, casual 
strolls, walks with enthusiasm, with tired feet, with 
apprehension, and with heavy-footed rage. In one 
scene, Jiminy Cricket even dressed himself while run- 
ning full speed; and in another, Pinocchio, as a pup- 
pet, was made to simulate a walk with strings. 

‘Then Walt Disney decided to make Bambi. This 
was to be a picture of beauty and mood, of philosophy 
and poetry, contrasting the intimacy of a dewdrop on a 
blade of grass with the excitement of young bucks 
leaping about on a meadow. Bambi had less story, by 
far, than the other features, being more like the picto- 
rial Silly Symphonies, but it had strong character rela- 
tionships, neither cartoon relationships nor caricatured, 
but real, believable relationships. Was this asking too 
much of personality animation? 

Walt was not sure we were capable of animating 
this film quite yet, so while the rest of the staff moved 


on to Fantasia, two animators? were assigned to p 
Zle over the movements and drawing problems of d 
and rabbits, and to search for a way of incorporati 
our tenets of communication into these foreign shapes 
We knew we could make them real—that is, look lik 
real deer—but we also knew that without establish 
personality we could never make that type of del 
carry a whole feature. 

We studied film of deer, looked at pictures, 
to the sketch men who had been drawing deer for m 
of a year (while the story had been shaped and d 
oped), and watched deer at the zoo. The two faw 
kept at the studio had long since grown up and depar 
ed, so we got no help from them, but we did have fil 
taken while they were young and frisky. Howe 
nowhere could we see the leg squash as it took i 
weight of the body, and no cheeks fattened as 
mouth closed. No eyes changed shape, no jaws dropp 
in a big yawn, no bodies bulged or stretched; th 
were annoyingly lithe and supple and strong and mu 
cular. What were we going to draw, animate, 


hile studying live action 
mof rabbits, we noticed 


er, The action was 
than we would have 
i, but it read well 


me by frame check re- 
led that all derail on the 
Mis body disappeared 
ihe first frame of ac 

all the camera re- 
led was a white shape 


ane ofthe film. Each 


only five frames, 
the direction of. 
ed erratically, the 


ff ON 


Y to make those shapes. 
Re £ 


It was in the tracing of the film that we found our 
answer. We did not have photostats on this footage, 
and the images were small and difficult to see, but 
once we discovered the secret of the animal's con- 
struction all the pieces fell into place, There was actu- 
ally more squash and stretch than we could use, but it 
was not occurring where we had been looking. Instead 


Basic animal walk on 10s 
shown on a puppy becaus 
it is easier to see what is 
happening in his loose and 


floppy action. The princi- 
les are the same whatever 
the animal. 

Animals seldom walk very 


activity was at both ends of the legs. 
and haunches, and, again, in the fingers and to 
Here the action was as broad as any cartoon drawin 
with great flexibility and spring in the tips, and 
sive swelling and thrusting up in the body. 

It took some time to understand the deer's ana 


are going. Why i 
ing will also affecti 
and stance, Their ln 
sight is usually the a 


far in the same gait. They 
speed up. slow down, vary 
The leg pattern, mainly con: 
centrating on where they 


t Frank Thomas— 
and the Hound. 


onofapuppyrun- 


Jo realize that the shoulders are nearly in front of the 
ib cage and that the rear end is practically all leg and 
inch, but once this was understood our drawings of 
als began to have the fluid, loose feeling, 


r One day we were studying a strip of film show- 
ing an adult deer bounding across a small ravine. As 


animal, you can then add 
the personality traits 10 
the walk: swagger, prance, 
caution, worry. confidence. 


sjouunderstand there- 
lonships, the drawing, 
the character of the 


the front legs took up the weight of the body and 
guided it into a turn, the elbow actually pushed up 
above the-line of the back. After that, we believed 
anything was possible. 

Our other big surprise came in the amount of move- 
‘ment in the deer's spine and pelvis, The twists and tilts 
and turns and flexibility were more than we knew how 


Traditional 
stretch on a 
thirties. 


The head may be heldhigh- acter of the walk 
er. the feet may drag— Study the animal—not the 
changes in attitude and tim- — cartoon formula. 


ing will change the char- 


=> 
3 


axumaror- Ollie Johnston— The Fox and the Hound, 
Cycle action of adult dog running on 9s. 


) draw, but they helped us understand how fawns 
ed the frolicking look when playing. This also 
us learn the basic patterns of all four-legged 
Is in walks, trots, gallops, and runs. 
giraffe, for example, has to move his front foot 
ML of the way of the back foot as it swings forward 
se his long legs cover so much distance in a 
‘This gives the illusion of both feet moving on 
side at once, and in a sense they do for a few 
nes. But, essentially, all animals move their legs in 
pattern of right fore followed by left rear. We 
down on our hands and knees and tried it our- 
and immediately discovered that it was the 
ly natural way to progress and stay in balance. To 
legs in any other pattern gives an awkward 
ement and a poor base for any kind of stability 
ile it is possible to train horses and some circus 
mals o special gaits, these are basically unnatural 
ms of locomotion. By studying the real animal 
d of working over a cartoon formula, we had 
en through to a new level of understanding that 
other stories about ‘real’ animals possible for 
s ‘once the physical relation- 
ps and character of any animal are understood, the 
open to portray its attitudes: belligerent, cocky, 
llhy, nervous, worried, or timid. And if there is a 
that calls for a lack of coordination, the anima- 
only to break the animal’s natural rhythm of 
nt, to mix up the leg pattern. His character 
ately appears sleepy or drunk. 


ARAA 


animaron: Milt Kahl— 
‘The Jungle Book 


The stripes on the tiger, 
which ordinarily would be 
time-consuming decoration, 
were used here to describe 
the form of Shere Khan. Be- 
cause of years spent study- 
ing animal movement, the 
animator was able to do this 
scene without help from any 
live action film 


Walks ACTING AND ATTITUDES semi-dog actions for Pluto, acting and emotions we 
capturing audiences in a new way. As the spectata 


Once the walks of the cartoon characters began to watched Grumpy pull out of Snow White's 
look real, the animators could experiment with charac- — and stomp away defiantly, they were more concer 
terization and attitudes. While pure inventiveness and with his feelings than they were with the mechanics 
imagination were still creating funny scrambles and his walk. Figaro, the cat in Pinocchio, was 


: Bill Tytla— 
ite 


hite tries to give 
a parting kiss as 
s for work. 


y Eric Larson— 
io. 


crosses the soft, 
mforter on his way 


y Eric Cleworth— 
gle Book. 


k was animated as 
the drawings were 
iminished in size 
step so the elephant 
natch the perspec- 
the layout as he 


Mickey waves goodbye to 
the people behind the safe- 
ty of the castle walls as he 
reluctantly leaves on his 
‘mission to catch the giant. 
He chuckles nervously, then 


* Even without the in- 
between drawings that carry 
the mouth shapes of the dia- 
logue, the feeling and the 
acting are unmistakable, 
Just in the body attitudes 

This was the era of the most 
‘appealing and best propor- 
tioned Mickeys. 


asumaror: Ward Kimball— 
Cinderella. 


Imaginative adaptation of 
«fast sneak by an animator 
who had observed cats and 
could caricature their atti- 

tudes. 


Ken Anderson sketched ele- 
phants on a trip to Africa, 
even noting some of the ac- 
tions of other members of 
his tour. 


Ken's knowledge gave au- , 
thenticity to his idea of a ( 
pompous windbag for Col. qw 
‘Hath in The Jungle Book. Wy 
The suggestion of person 

ality and attitude led 10 
scenes with great acting 
‘opportunities 


come --- come To TUNK FIT — 


ey " anton: Frank Thomas— 
The Rescuers, 
U y Bernard tries to be noncha- 


E lant as he retreats from the 
IF T was A PIRATE — I ww.  I- wouoWs —— chasm of the blow-hole. 


m ist hand shak The action was worked out 
Bode pon — — em as, = in thumbnails to match the 
dialogue and the gestures 
10 the pattern of his steps. 


HER BAS 


The final drawings show 
how careful planning had 
solved the animator’ s act- 
ing problems 


Walks that Show Character Personality 


lt Kahl 
animator: Milt Kahl— 
“Pecos Bill,” 


ng in this walk Melody Time. 


he personality 


nus Sheriff of This sassy walk with the 


Amodel sheet swinging hips has been 
m the scene so Copied widely throughout 
^ walk could be the animation industry, It 


out the picture. was created originally for 
Sluefoot Sue, the girl who 


captured Pecos Bill's heart. 


hn Lounsbery— 
the Hours,” 


o chance for a 
trance for Ben 
er ofthe alliga- 
little cocky 
ed to make him 
om the others. 


JA 


ANIMATOR: Eric Larson— 
Peter and the Wolf. 


Many duck waddles have 
been animated, and it is a 
challenge to find a pattern 
of movement that is just 
right for a new character, 
‘matching both the person- 
ality and the design. 


Group Movement different seems like needless work. Si 


When more than one animal is walking or running _ special opportunity in the handling of gr 
in a scene, there is always a temptation to animate the make scenes of great impact. There is 
same action for each figure. Once all the problems elasticity as one figure pulls away from 
have been solved and legs are in the right place, the — closes in again, or passes someone up, o 
idea of doing a second set of drawings only slightly that gives the charm and feeling of life 


ANIMATOR: Eric Larson—""Once Upon a Wintertime,’* 
‘Melody Time, 


Eric Larson said, “The pattern of movement you get out of 


taroR. Fr 
any group has always fascinated me." First, he drew the Show Whit 
central figures, then started filling in with others, always 
searching for that flow and freedom that kept the group Any group 


should have 
given 10 the 


alive. The scene had a remarkable feel of the patterns of 
movement created by a group of skaters. Eric and Retta 


Scout followed the same procedure when animating the dogs attitudes, y 
chasing Faline in Bambi. The lead dog was done first, move togeth 
then the others were filled in behind him, wherever they ually. Fred 
worked best. ‘made them i 
pleasing 


ANIMATOR: Bill Tytla— 
Snow White. 


Four of the dwarfs strug- 
gle as they take a furious 
Grumpy over 10 the tub to 
be washed and scrubbed. 
Bill Tytla's roughs show 
his thinking on this assign- 
‘ment and his feeling of how 
the thrusts and actions of 
one dwarf affected all the 
others. He could not ani- 
‘mate any one of them sin- 
gly, but had to consider the 
whole action of the group 
as the entertainment in the 
scene. 


364 


avimaror: Frank Thomas— 
Robin Hood 


This scene of kids going out 
10 shoot the new bow and 
arrow that one of them had 
received was a happy oc 

casion. Since the sequence 
immediately preceding had 
ended on a very quiet and 
somber note, it seemed best 
10 start this section with a 
burst of laughter and music 
and running kids coming 
over a hill, The animator 
drew a set-up with a street 
coming straight into the 
camera. Then he animateda 
simple explosion, to match 
the spirit he wanted. Later 
he went back and deter 

mined which part would be 
somebody's arm and which 
a leg, or a head, a stick, or 
a ribbon. After the initial 
effect was over, the char 

acters turned and ran down 
the street on a side pan, 

giving the audience a 
chance to see each of them 
individually 


antaron: Frank Thomas 
Snow White, 


In Snow White the dwarfs 
sneak into the bedroom with 
raised pickaxes, ready to 
kill the monster in their 
beds. It was important here 
that all the characters move 
together, look together 
stop together, recoil to: 
gether; so they were ani 
‘mated as one large mass 
doing the action, After 
ward, this shape was broken 
down into the individual 
dwarfs, keeping all parts 
within the approved mass. 
shape. Even though Doc 
was in the lead, he was no 
more important than any of 
the others. The audience 
was intrigued by seven men 


reacting as one, with each 
still acting in his own way 
within the pattern, 


4. Story 


[ok at it. . . 10 see whether there is any dead phase 
ineresting and appealing to the audience 


bing are of an interesting nature 


paring For Animation 
young high school filmmaker wrote us to ask “what 


Mikes a good story acters, good gags, good 


»* Unfortunately 


Bontinuity, etc there is no closely 
ed secret nor any simple answer, other than judg: 
ent, hard work, and talent, It begins, of course, with 


One storyman coun 


idea for the whole picture 

led, “Film, to me, is no different from creating a 
Hrawing, painting play If you 
don't have a positive statement to make, you should 
! More than a 


song or whatever 


et pick up the paintbrush or pencil 


E 
effort that will be required to put it on the screen. It 


[st be interesting, provocative, spellbinding: it must 


D 
WHAT IN BLAZES 


The story man must see clearly in his own mind how every piece of business in a story will be put ove 
He should feel every expression, every reaction. He should get far enough away from his story to take a secon 


10 see whether the personalities are going 10 be 


He should also try to see that the things that his characters are 


Walt Disney 


be a story should be a good one. 
One artist summed it up, “A good story cannot be 
ruined by poor animation, but neither can poor story 
be saved by the very best animation 

He could have gone on to say that a good story also 
an be ruined by poor development in the Story De 


And, preferably 


partment. Just because the story is great, there is no 
assurance that it will remain great after it has been 
worked over and over on the storyboards. Nothing is 


automatic in the animation business except the nega 


tive elements. How good a picture can become is much 


less certain. 

First, there must be the big, simple idea: the story 
you can tell in two sentences. As you work on a pic 
ture it s ed that even two paragraphs. 


will not tell it all, but if it started out as a good ide 


Aniaro: Art Babl 
The Country Cous 


The unsophisticat 
try mouse, visiting 
city for the first 
advertently become 
and find hims 
fronedwithadific 
lem; how to get 
brella out of the 
toast. 

STARTS ON PAGE dl 


JACING PAGE 
Lady and the Tramp, 


and you have been faithful to that concept, one day it 
will end up very simple again. 

Alfred Hitchcock has recommended a similar ap- 
proach. 


1 always feel comfortable about « project when I 
can tell the story in a very simple way. . . . I liketo 
imagine a young woman who has been to see the 
movie and goes home very satisfied with what she 
has seen. 

Her mother asks her, What was it about?" 

And the girl replies, **Well, it was about a young 
woman who so and so and so. . .." 

1 feel that before undertaking to shoot a movie, 
‘one should be able to do just that, to satisfy oneself 
that it can be narrated just as clearly, the whole 
cycle. 


We have found that the story idea for an animated 
film must be even more direct: 


Jealousy leads a vain queen to threaten the life of a 
young princess, who flees into the woods where she 
is befriended by seven dwarfs. When the queen, in 
disguise, tricks her into eating a poisoned apple, the 
girl is thought dead and preserved in a glass coffin 
until a prince awakens her with love's first kiss. 


A baby elephant is considered a freak because of his 
enormous ears, until an enterprising mouse discov- 
ers a way to turn this liability into a startling asset 


An orphan girl is held captive by an eccentric woman 
who is using the child to retrieve a large diamond 
held in a treacherous cave. Two mice from the Res- 
cue Aid Society help the girl find the diamond: 
then, with the aid of some local animals, effect her 
escape. 


Such a synopsis gives none of the flavor of the 
picture or the rich characters that motivate it, but it 
does reflect the basic drives that hold the picture 
together and make it work. If your idea is complicated 
in the beginning, there should be much more thought 
and discussion before even starting the picture. There 
are many temptations to overdevelop wonderful char- 


acters and put in lovable sequences and extra id 
you know will be great, but a hodgepodge can res 
unless there has been a clear, strong drive to the st 
from the very start 


Sequences 


Our feature films always seemed to end up with abo 
14 sequences. No matter how each started out, wi 
with high adventure or complicated stories, by 
time we developed and balanced and streamlined 
edited we ended with little more than a dozen. At le 
two sequences would have been cut out after we started 
production, and something else would have grown 
sequence length and been inserted even later. Still, 
never had more than 15 nor fewer than 10 seq 
This fact becomes quite important when a pi 
requiring many incidents in different locales is b 
considered. Constant action situations give no chang 
for the quiet sequences where audiences can fa 
love with the characters, In our experience, a piel 
that attempted continuous excitement and dramatic t 
sion never held the attention of the audience. It se 
to dull their senses. There could be a strong underly 
ing theme, but the story had to be told with a 
of tempos and fresh ideas, 


‚Snow White had these sequences: 
"m Introduction: Queen and Mirror; 
White in courtyard; arrival of Prine 
2. Queen orders Snow White's death; Sn 
White and Huntsman, 
Panic in the woods; Snow White 
animals; they take her to dwarfs! 
and help clean house. 
4. Dwarfs in mine; march home and fi 
something in their house 
5. Discover Snow WI 
stay. 
6 Dwarfs wash up for dinner; scrub Grün 
7 Queen turns into witch. 


8. Dwarfs entertain Snow White; shes 
for them; dwarfs give her their bedro 
9. Witch prepares poisoned appl 


cottage. 


11. & 12. 


14. 


15 
16. 


Dwarfs leave for work, after warning 
Snow White. 

Both sequences dropped. 

Snow White making pie: 
and enters house, 
Animals warn dwarfs; they return too late; 
Snow White poisoned; witch falls off 
cliff, 

Dwarfs cry at Snow White's bier. 

Glass coffin; Prince comes; Snow White 
awakened and goes away with Prince. 


vitch arrives 


The Rescuers had these sequences: 


2. 


3 


5.2 


13. 


Bottle found with call for help; Rescue 
Aid Society sends Bianca and Bernard. 
Mice learn about Penny from old cat at 
orphanage, 

‘At pawn shop, they learn where she is be- 
ing held; Medusa leaves; mice left behind. 
Dropped. 

Albatross Air Service; mice take off, fly 
through clouds. 

Devil's Bayou; Penny tries to escape, 
caught by crocodiles; mice arrive, meet 
‘Swamp Volunteers, ride with Evinrude. 
Medusa and Snoops plotting; mice chased 
by crocs into organ, shot at by Medusa. 
Medusa talks to Penny; sad song; mice 
arrive; escape plan. 

Evinrude sent for help, chased into bottle 
by bats, 

Dropped. 

Penny in Pirates Cave, finds diamond, 
barely gets out. 

Evinrude eludes bats; swamp animals to 
the rescue. 

The escape; diamond recovered; Penny 
rescued with aid of fireworks. 

Happy ending; mice sent on new mission. 


Our goal must be to keep the audience pleased, but 


also excited, 


‘concerned, and, especially, wondering 


what is going to happen next. This will take place only 
if the audience is involved with the characters and 
what they are doing. In addition to an exciting visual 


the screen. Similarly, a situation that is ordinary 0 
predictable quickly will become dull to your audie 
It is vital that you have the viewers with you an 
carefully lead them through the story 

is almost as important that they not get ahead of 
‘They can lose interest in even your best cl 
everyone knows what to expect, or, worse, if th 
just seem to happen without regard for who the ch 
ters are or what is motivating them, 

Often this situation cannot be uncovered until en 
work has been completed to run the rough reels, I 
not too late to correct, delete, or fortify, but it 
crucial that the weakness be recognized and identi 
at this point. A criticism written about The Fox 
the Hound after an early showing of approxi 
half the footage will illustrate the problems we incun 
(The basic story is that a young hunting dog 
happily with a kit fox when both are puppies, b 
adults they live in different worlds. The fox 
raised by a kind widow living on a farm next 0 


hunter who is training his dog, and there is a 
‘owl who constantly is trying to help the litte fo 
explain the ways of the wild to him.) Our conti 
was clear enough, but this was the reacti 


The biggest weakness is that there is no wi 
audience can relate to the characters. We don't k 
how the owl feels about the fox, really, or 

is trying to do—or why. Is she the same 
widow? And we don't see enough of the 
feelings to justify the length of a whole 
where she turns the fox loose in the 
pacing of the picture seems slow because we an 
involved. More footage explaining these 

just make the picture even slower. 


On an early showing of Sleeping Beauty we re 
a reaction that picks out the same type of 
our presentation: 


There is no real conflict of Good and Evil 
about that, and it used all the symbols and 
was about the age-old struggle, but because ng 


¡came to life, no conflict really developed. The audi- 
ene was never involved. The characters talked about 
the story they were in. but didn't live it—the audi- 
ence never felt it—it was never real 


Every picture gets the same type of criticism at this 
| Which brings up one of the more difficult chal- 
ges in the whole process of making the film. What 
thould be done at this point, regardless of what was 
‘Witten in the script, to make this picture come to life? 
Will make the situations more believable? And, 
Most important, how can we make the story seem to 
Gime from what the characters do? 

Very often a few simple changes will bring dra- 
Malic results. After one of the sequences in The Fox 
ll the Hound had been reworked, a young animator 
role this comment: “All right! Now you feel that the 
somes out of the personalities—it is not a plot 
Dare trying to push the characters into—it doesn't 
feel like a story! It's just something that happens 
you get these personalities Working against each 


Sometimes itis only a matter of a few new scenes: 
Establishing shot to clarify the location or the condi 


[occasionally the staff has to come up with a whole 
or even a complete new sequence in 


bmetimes cutting out parts that have been overbuilt 
become confusing (even though they might be 


entertaining) will simplify the story and make it clearer. 
Often, the enthusiasm for a rare bit of entertainment 
will have blinded everyone to the need for careful 
work in a story or layout before the scenes are passed 
on to the animator. Sometimes the animator himself 


can be so eager he does not wait for any more prepara- 
tory work before he begins. This became a real prob- 
lem in the late thirties when it generally was felt that 
just about anything could be animated 

Veteran storyman Leo Salkin, speaking of those 
days, said that the story work was much more exciting 
and stimulating as the animators improved in their 
abilities to handle any kind of acting. But Ben Sharp- 
steen felt that now and then the storyman left his own 
work only half done. He wrote, “I am inclined to 
think that too often people 


grew accustomed to 
some of the great performances that animators gave, 
and they were continually relying on them in visualizing 
the making of a picture, instead of realizing that, fre- 


quently. simple story changes could produce even bet 
ter results. 
To illustrate, he chose a se 


ion of Dumbo that shows 
Timothy Mouse becoming drunk. The clowns have 
been celebrating and dropped a bottle of liquor into a 
tub of water. Timothy and Dumbo come along, very 
disconsolate, and Dumbo begins to hiccup. Timothy 
suggests he drink some water, and soon the little ele- 
phant is behaving in a strange manner. Timothy won- 
ders what kind of water is in that tub and takes a drink 
himself. This was the action the storyman left up to 
the animator. 


The scene was given to Fred Moore, one of the top 
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animators (with successes in Pinocchio on the charac- 
ters of Geppetto, Lampwick, and Jiminy Cricket), but 
he had trouble with this assignment, Ben went on, 
“Moore was animating the scene, and we could not 
get the result that we had visualized. It was based on a 
very subtle and difficult piece of personality anima- 
tion," Timothy, somehow, had to react in an appro- 
priate and entertaining way, first, to the taste of the 
water, and, second, to the way it was beginning to 
make him feel. There was not enough time to have 
him complete the change to a funny drunk; the point of 
this scene was just to show his initial reacts 
taking the drink. It was subtle—and quest 
planning as well. 

fter Fred had sweated and squirmed through sev- 
eral tests, none of which felt right, the decision was 
made to change the story concept at that point. They 
went back to the storyboard, and after many discus- 
sions Ben recalled they came up with this idea: 


When Dumbo showed signs of intoxication, Timo- 
thy remarked, “I wonder what kind of water this is 
anyhow," With that remark, he leaned over too far 
to look into the tub, fell in, and after a splash or 
two, the sound of his voice changed considerably. 
{In the final, they used a happy yodel.] This was 
done without showing animation of Timothy. The 
next time we saw him, he was resting on his elbows 
on the edge of the tub with a silly smile on his face. 

‘This was a simple and easy way of putting the 
transition over. It was a far better means of doing it 
than to have squeezed everything we could have out 
of the animator in some subtle manner. In fact, the 
resulting animation could have been done by an 
animator of lesser abilities, 


Another type of change to consider if the chi 
need strengthening might be a shift in character 
tionship. It could be the business itself that n 
bolstering, but it also can be that the personalities í 
not have a chance to play properly and reveal just wi 
they are. Adapting the personality traits more to ih 
situations that are developing could be one a 
but occasionally a whole new relationship is need 
When our production unit started The Rescuers, 
of us thought we would make our team of mice d 
tives more interesting and a little different from of 
mice we had done by having them married. There 
been several successful live-action shows using ah 
band and wife team, and the idea seemed to offer 
situations that would be stimulating for all of us, 
had moved the first sequences through the Story D 
partment, even had our first recording session, and 
well into experimental animation before it g 


but that was not vital. You either liked them, or yous 
not, and if you did like them you went along with Wh 
they were doing. In animation, that is not enough, 
We had to have stronger reactions, more emot 
feelings the audience could recognize and under 
We tried bickering, affection, annoyance, d 
but everything was too mild or slightly unple 
We finally realized that our biggest stumbling bl 
was that there was nothing either mouse was try 
achieve in their relationship. Without the lit 
wildering moments of getting to know each o 


Yihout the possibility of romance, without the excite- 
nt of a new companion, we were finding very few 
titudes worth animating. 
Ithas long been known in the theater that one of the 
ways to get hold of any character is to find out 
at he is trying to do. If he is merely an observer, 
d with his life, complacent, and only concerned 
lectually in any situation, it will be difficult to 
ike him either real or exciting. It is not until he 
egins to interrelate with other people or with human 
oblems that he shows his array of unique traits. We 
eded to find interesting ways for our characters to 
to anything they might encounter. 
stead of a professional team with the wisdom of 
erience, we changed our mice to amateurs who had 
ily their pledge to the Rescue Aid Society to guide 
hem, Immediately rich attitudes appeared, and story- 
in became eager to delve into the new possibilities 
situations. But even more helpful was to have 
mice not even acquainted at the start, each seeing 
‘other for the first time early in the picture. Now 
thing each of them did was colored by the pres- 
of this new companion. Miss Bianca was very 
ol-looking, with quite an appeal for Bernard, and, 
hile his main duty was to the society and his desire to 
d at any cost, his predicaments were made much 
interesting by having such an exciting female by 
. If he had to tell her that she was wrong, he 
Ja problem that offered far more entertaining possi- 
lies than if they had been married for twenty years 


ship to one that could grow and remain active 
Mainly many good plays have been written with no 
nge in the way the characters feel about each other 
beginning to end, but, generally, the story will 
ogress as easily if the characters are not pro- 
sing 100. Anytime there can be a development in 

relationships, it will be easier to find business 
{will enrich their personalities and hold the interest 


ges we had made that we were inspired by Ken 
Erson's sketches to build a whole sequence about 


the mice's preparations for the mission. They were 
told to check out the equipment needed from the sour 
old mouse down in the stockroom. While Bianca was 
selecting hats and outfits that would make them look 
debonair, Bernard was concerned with safety and 
ingenious inventions that a James Bond might have 
used. When asked by the clerk if he knew how to 
handle a special dart gun, he acted nonchalant and 
‘competent in order to impress Bianca. Naturally, he hit 
the release and nearly killed them all. His aplomb was 
further shaken when he was handed the survival kit 
with two pills to be taken in case of capture! 

Ken made hundreds of drawings of the props that 
mice could make out of thimbles and erasers and things 
that humans had discarded, and we were all excited 
about the entertainment in both the locale and the situ- 
ation. It was not until several weeks later, after we 
discovered that the plight of the little girl was the very 
backbone of our story, that we realized that we would 
have to give up all of the byplay of the mice getting 
ready to go on the mission, It just delayed our getting 
to the main part of the story, The picture became 
interesting when the mice had a real problem to solve, 
and all the talk before theyractually started out became 
dull, and, worse, made later parts of the picture seem 
to be boring because they repeated attitudes we were 
using here. So the sequence had to be dropped. Of 
course, the big problem comes in recognizing that this 
should be done. Basically, it is built on a knowledge 
‘of what business is best suited to the animation medi- 
um. Every picture will have scenes that are difficult to 
draw and scenes that call for experience and talent, but 
the bulk of the film should be made up of scenes that 
are easy to do, should be effective and good-looking 
on the screen, and should make the best possible use 
of the animation potential. 

Here are a few guidelines that can help anyone judge 
the material before the animation is started: 


1. Avoid scenes or activities that are only continui- 
ty. This type of action is difficult to do convincingly 
and is always judged critically by an audience. If there 
is a mood to be established or scenic atmosphere is 
needed, as in the dwarfs marching home from the 
mine or the sequence in The Rescuers showing the 
mice flying on the back of the albatross, then the conti- ° 
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artist: Ralph Hulett—The Rescuers. 
Captain Orville gains flying altitude over Manhattan before 
heading south. This type of dramatic scenic shot adds excite- 
ment to a normally dull sequence of characters moving from 
one locale to another. 


ANIMATOR: Eric L 
Lady and the Tr 
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can be secondary to the pictorial effect. Other- 
» there is more interest in what happens once the 
Ts get where they are going than there is in the 
us action of getting there. 

Avoid scenes whose orly function is to explain. 
nces where the characters have to stand around 
talk are always difficult. Be sure there is a situa- 


Men! to play out. Use a narrator or a title to set up the 
ion. Do not make the onstage actors do it 

|. Make sure the story incident or situation is really 

ting. The actors must not be expected to carry 

e story just by their acting. They should motivate the 


the backbone of the whole structure, but there 
be a strong situation that has enough interest in 
elf to hold the audience. Like the scene in Dumbo of 
y taking the drink, it should not be left entirely 
the animator to carry the story idea. 

| Be sure the characters have an opportunity to 
10 life. Walt always told us, “Find the enter- 
ent in the situation and in your characters. Don't 
bogged down in the story itself." Watch out for 
ty or exposition, Back up immedi- 
ly if you have both 

5. Look for places to show the characters thinking. 
OW them changing attitude, and look for ways to 
more facets of their personalities; they should 
through the a strong situa- 
bn has been established. The character comes into it 


with a definite and interesting attitude. Confronted 
with the problem, he develops his own personality, 
grows a little, shows who he is, makes his decision for 
action, then does it in an entertaining way 

6. Ask yourself, “Can the story point be done in 
Caricature?" Be sure the scenes call for action, or 
acting that can be caricatured if you are to make a 
clear statement, Just to imitate nature, illustrate real 
ty, or duplicate live action not only wastes the medium 
of animation but puts an enormous burden on the ani- 
mator. It should be believable, but not realistic, 

7. Tell your story through the broad cartoon char- 
acters rather than the “straight” ones, There is no way 
to animate strong-enough attitudes, feelings, or expres- 
sions on realistic characters to get the communication 
you should have. The more real, the less latitude for 
clear communication. This is more easily done with 
the cartoon characters who can carry the story with 
more interest and spirit anyway. Snow White was told 
through the animals, the dwarfs, and the witch—not 
through the prince or the queen or the huntsman. They 
had vital roles, but their scenes were essentially situa- 
tion. The girl herself was a real problem, but she was 
helped by always working to a sympathetic animal or 
a broad character. This is the old vaudeville trick of 
playing the pretty girl against the buffoon; it helps 
both characters. 

Our own feelings were summed up very simply once 
in a story meeting: “Just be sure you give us some- 
thing to animate, Don't give us a scene where nothing 
happens! 


Storyman Ed Penner had an unusual problem in The 
Lady and the Tramp with the sequence of the dogs in 
the city pound, The inescapable fact that the unwanted 
animals are put away at these places was a key part of 
the story and the thought had to be planted in this 
Sequence. The pathos of melancholy dogs behind bars 
is one thing, but taking an animal to the gas chamber 
bordered on the morbid and overdramatic in our me- 
dium. How could it be presented so that it was unmis- 
takable, yet done with a light touch? 
Ed's solution: First, build a parallel with the live- 

| action prison films that had been so popular just a few 
years earlier (The Big House, The Last Mile). making 
available clichés of dialogue and attitudes. 

Look, guys, they're takin’ Jo-Jo.” 


“Yeah, he's taking the long walk.” 

“Oh, well, a short life and a merry one.” 
These were familiar terms the audience understood. 
Second, show the dog only in silhouette, as a shadow, 
to minimize identification, Third, change the dog's 
name to ""Nutsy," and, fourth, give the animation to 
Cliff Nordberg with instructions, "Make it funny!" 

Only Cliff could handle such an assignment. He had 
become known for his ability to create the unexpected, 
screwy actions where ordinary movements would have 
sufficed. His talents gave a zany quality to mundane 
situations and were just right for this delicate spot in 
the picture. No one doubted that Nutsy was indeed 
taking his last walk, but he was so comical about it 
that no one could become overly concerned. 
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Walt and the Storymen 


Storymen are as diverse in their talents and interests as 
animators. They are not interchangeable and cannot be 
expected to do equally well on every assignment. When 
Walt wanted a certain result, he cast his storymen with 
the same perception and intuition he had displayed in 
casting his animators. 

‘Ted Sears and Perce Pearce were strong on charac- 
ter development and personalities. Bill Cottrell added 
good taste, appropriateness, and judgment. Bill Peet 
could come up with a whole new visual concept 
Erdman (Ed) Penner and Dick Creedon knew story 
structure and understood the mechanics of comedy 
Otto Englander was a veritable librarian of Walt's 
discarded ideas that were too good to lose. The list 
continues on, with each storyman having his own indi 
vidual strengths and talents. 

Walt never was interested in story structure, relying 
instead on his almost infallible intuition for what was 
entertaining in any idea. He tore storyboards apart 
ruthlessly as he tried to find the spark that could be 
developed into an unusual and memorable sequence 


on film. Prior to 1935, his storymen had been trai 
to look for the fresh, the unexpected, the differen, 
and to think in terms of caricature and exaggeratio 
which they interpreted as meaning bizarre, wild, and 
impossible. The more outlandish, the better they li 
To them, anything real or sincere meant “straight! 
and automatically would be dull. Now, since th 
animators could do so much more, Walt had to pullh 
storymen back and teach them new 


lues of w 


funny predicaments, but he also wanted his char 
to achieve maximum identity with the audience, 
This type of thinking is the ultimate in creativi 
The challenge to the storyman plus the stimulation d 
Walt’s constant pressure—not to deliver, but tos 
and probe and discover—kept an air of constant excite 
ment in the Story Department, It is not too difficult 
think of cute bits of business that dalmatian puppi 
might do, especially when there are fifteen of them i 
‘one family, but the big idea that has them all watdhi 
television like any family of kids is unique and co 
from a rare talent, The idea goes further, for the 
gram they are watching is a series featuring their ido 
Thunderbolt, the Wonder Dog. The audience has 10 
trouble accepting this since they have seen it in i 
‘own homes night after night. It is completely belies 
ble and offers endless possibilities for business, 


sonality touches, gags, and something entirely new om 
the screen, More than that, it is a warm, happy sequen 
that will play into the evil suspense of the puppies! 
being kidnapped immediately following. Maybe iti 
not genius, but it certainly is creativity! 


Many people contributed ideas to that sequ 
with Walt leading the way. but the storyman on alld 
101 Dalmatians was the talented, pungent, irasch 
humorist from Indiana, Bill Peet. He shared some 


thing he drew, whether it was a boxcar on a frei 
train or a Bavarian dwarf living under a lily pad, 
low storyman and sketch artist Ralph Wright, who 
better known for his great gags in the Goofy pictures 
once said that Bill was one of the few “who di 
up real, live characters that lived and breathed 


thought and came from the heart of the story artist.” 

Bill Peet always had a strong, overall concept of the 
story material that integrated the humor in both the 
characters and the situation. Rather than spot gags, his 
integrity drove him to search out an idea that lifted the 
situation out of the commonplace, and still left the 
door open to further development in this new direc- 
tion. Yet after conceiving all this in his mind, he could 
reject the entire notion if it did not work with the other 
parts of the story 

‘One such invention that later had to be discarded 
was Ishtar, the buzzard, in the early versions of The 
Jungle Book. Bill needed some way that the beasts of 
prey could find out what was going on in other parts of 
the jungle, so they knew the movements of the hunter 
Buldeo and the boy Mowgli. He could have had them 
out, peering through the tall grass constantly, 
ing to the warning cries of some bird of the 
Indian jungles. But Bill found a more entertaining way 
of tying it all together. Since buzzards do not kill, he 


id Ishtar in the humiliating position of having to get 
his meals from the scraps left by the tiger and leopard 
and the wolves. Being enterprising as well as hungry, 
he promoted himself and his eventual meals by ex 
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changing bits of information that these beasts might 
need or find interesting—especially information about 
the location of a prospective meal for everyone 

But all of these meat-eating animals moved by night, 
and the buzzard is not equipped for traveling in the 
dark, He was always suggesting, “Perhaps we can go 
first thing in the morning . . ."" only to be cut off by a 
growling, Now!" And as he ran off in pursuit of his 
benefactor, bumping into trees and stumbling, we heard 
his voice crying, whining, **But why does it have to 
be now? It’s dark and . . . Oof . . . maybe we could 
2. glkk. . . . How about at the crack of dawn 
Oooof! 

None of these predators liked the buzzard, but they 
often liked the information he brought them, which 
presented a strong relationship on which to build their 
personalities. It is always good to know how one char- 
acter feels about another. But Bill thought he was on 
the wrong track and tossed out both the character and 
the situation. Realizing it was more important to de- 
velop a very believable relationship between the pan- 
ther and Mowgli, he found this weakened by the comic 
antics of other characters 


No one had an easy time with Walt or found him 
particularly comfortable to be around, and anyone as 
argumentative as Bill was bound to compound the 
problem. Still, he enjoyed a rare rapport with his boss 
that led Walt to relax more in Bill's room than in most 
others. This was not always to Bill's advantage. He 
told of one morning when Walt dropped in with a 
terrible cold and flopped in an easy chair in front of 
the boards. It was clear that he should be home in bed 
instead of roaming the halls with watery eyes and a 
stuffed-up nose. He admitted, “My head feels like a 
block of cement,” but quickly he set his jaw in a 
defiant attitude and continued, “but Im not giving in 
to it!” Bill smiled weakly; then Walt, with a heavy 
sigh tinged with determination, went on, "Well, what 
the hell ya got here, Bill?" The boards were not 
approved, and that afternoon Bill started work on a 
new version of the material. 

Walt's passing moods had a profound effect on both 
his judgment and his behavior, and on his dark days he 
was apt to rip a storyboard apart for no apparent rea- 
son. Bill always claimed that there were actually three 
different Walts: the dreamer, the realist, and the spoil- 
er. You never knew which one was coming into your 
meeting. Bill quipped, *'You have to phone down to 
the front gate and ask the cop which Walt came in this 
morning." 

‘The biggest problem the storymen had with Walt 
was that he never would look where they were pointing 
when they explained the action on the boards, Usually 
he already had seen everything in the room a couple of 
nights before and was not even thinking about what 
was being said, but he also had the knack of listening 
with one ear while completely engrossed in something 
else. Nothing ever slipped by the man 

Webb Smith started off one meeting by asking Walt, 
“Do you see this drawing up here?" Walt assured him 
he did. Webb continued, “And you see this drawing 
down here?" Walt grunted a reply but his curiosity 
was piqued. Webb concluded, “Well, when I'm talking 
about this sketch up here, I don’t want you looking at 
this sketch down here." Walt laughed, but deliber- 
ately looked everywhere except where Webb was 
pointing from then on. 

With Walt's policy of seldom using a single storyman 
working alone, there was always a temptation for each 


man to build his own private storyboard over in a 
comer instead of working together on a common effort. 
Ralph Wright insists that this is what happened on the 
short, The Art Of Skiing. One storyman had all his 
business going from right to left, while the other had 
his gags going left to right. When Walt tried to com- 
bine their efforts, the directions simply did not work. 
After an annoyed silence, someone suggested, "Why. 
don't you use this stuff of the Goof going to the top of 
the hill and getting ready to make his descent down the 
steep slope facing him, then suddenly have him shoot 
backwards down the slope he has just climbed; that'll 
make him going the correct direction for the rest of the 
business,"' It also made the funniest gag in the picture. 

To Ben Sharpsteen, Walt was the whole story de- 
partment, no matter who was working for him. From 
the position of director and occasionally supervising. 
director, Ben had a special view of what went on. He 
said, "Walt's acting and storytelling ability were an 
important feature in the success of the studio. He had a 
terrific personality for telling stories in such a way that 
the animators and directors were thoroughly confident 
and believed in them. He could tell a story so that you 
could see it as it would appear on the screen. I cannot 
give the man too much credit," 

Ben went on to relate how Walt helped the director 
of the picture as well. 


1 was assigned to direct On Ice. As I began to plan 


bi. aca 


its production, I naturally assumed that I would start 

at the beginning of the story on a sequence of Mickey 
Mouse showing off as an ice skater. Walt dropped 
in unannounced, sat down, and began looking at the 
story sketches. He said, “The picture, as it is, is too 
long." Then he pointed to two sequences that were 
pretty far down in the story. The first involved 
Donald Duck and Pluto. Donald strapped a pair of 
ice skates to Pluto's paws while Pluto was asleep. 
Donald then yowled like a cat, waking Pluto up in 
an agitated state. Pluto's first thought was to take 
off in pursuit of the sound. He hit the ice and skidded 
around badly, and so forth, 

The second sequence presented Goofy as an ice 
fisherman on the same frozen pond. He had cut a 
hole in the ice, and then had dropped bits of chewing 
tobacco into it, with the intention of clubbing ti 
fish as they came up to spit in the cuspidor he 
Provided. Being Goofy, however, he kept missi 
them. This sequence was a perfect companion for 
the Pluto sequence, because we could leave Pluto in 
a helpless situation and then cut back to Goofy 
his troubles without wasting time on transition 
footage. 

Walt said, “Here you've got two great situation 
1t isn't important how we lead up to them. 
after you get them done and you know how much 
footage they use, then you can go back and build 
your beginning." Walt proceeded to describe th 


This is the final continuity of the attempt to kill Snow White 
The audience had never before been asked to believe 
actual murder could take place in a cartoon. Would, 
believe this? 


Various ways that Pluto would try to get up on his 
again, only to flop down. He went through the 
hole routine. He also described Goofy's fishing 
problems. He concluded by saying, “Now when 
oofy is completely outwitted by those fish, then 
‘they all come up as a group and spit in the cuspidor. 
i a little tune? 

sort of a little tune with the spit hitting the 
idor.' We ended up by using what musicians 
a "break," They were high spots in the fin- 


found in the sequence in Snow White 
ich the Huntsman tries to kill the young girl, The 
al version of this classic fairy tale may say, "So 
the queen ordered a faithful servant to kill the girl, 
but, instead, he told her to flee into the woods.™ The 
could have been played that way, with our art- 
Ns illustrating the action in a few pictorial scenes, but 
that was not nearly enough for Walt. He felt there 
gould be an exciting moment at this spot, and there 
had to be some way we could do it in cartoon, Could 
Ne possibly adapt any of the techniques of the current 
"action cinema? 
It was a time of stimulating advances and experi- 
ls as new areas of communication were being 
explored. Many exciting uses were being made of the 


he Huntsman, faithful to the queen's orders, advances stealthily as the girl comforts a lost baby bird. 


montage, a collection of scenes cut together to give an 
overall mood rather than a specific continuity. Dr. 
Jekyll and Mr. Hyde, starring Fredric March, contained 
a gripping transformation from gentleman to beast right 
before our eyes. The film Private Worlds explored the 
minds of psychotic individuals in an institution, with 
one particular girl named Sally, who heard her name 
called over and over in a fading echo, The sound track 
was beginning to be used to interpret feclings and 
sensations in addition to just carrying the dialogue. 
Film had come of age as a medium of expression and 
Walt would not be left behind. He would find ways to 
adapt many of these ideas in an imaginative way to the 
limitations and strengths of the cartoon. 

He wondered what he could do with his own se- 
quence of an attempted murder, a burly killer who 
cannot carry out his mission. It all sounded so realistic, 
so straight, so emotional and dramatic, and none of 
those elements ever had been considered for animation 
before. More than once he asked, “Can it be done? 
Can we find a way to bring it off?" It was one thing to 
have the girl singing to a group of animals, and quite 
‘another to present two human characters gripped by 
intense emotions. How could he do it? 
first thought was to have the Huntsman a real 
villain, a heavy, with a “voice that is rusty and 
cracked.” He would have a name, Humbert, and would 
be a definite personality, like Wallace Beery, only 
meaner. His daily job was to kill, and perhaps he even 


looked forward to this particular task. "When the 
Queen says, ‘kill her,’ the Huntsman's face brightens 
up as though he wants to do it. " Here was real menace. 

The girl had been sent out to pick flowers, so the 
sequence should start on a happy note with no hint of 
trouble. Then gradually the suspense would start to 
build as Humbert sees his opportunity, draws his knife, 
and approaches cautiously. When something causes 
him to fail to carry out his bloody assignment, there is 
considerable dialogue explaining what he had been 
told to do, why he could not do it, and what Snow 
White should do now, 

‘This first version told the story with melodramatic 
excitement, but, if it had been sent down to the anima- 
tors at that point, it would have been difficult to do 
and undoubtedly very clumsy on the screen. It was a 
live-action situation with delicate acting. The anima- 
tors would not be able to get hold of either character 
without endless study of film, and even then there was 
the danger that the result would be only a crude sym- 
bol, contorted by restricted movements and weight- 
lessness. There had to be more thought, more refine- 
ment, more adaptation, before this would be right for 
animation. 

More story meetings were held, and many more 
drawings were made and pinned on the boards. Instead 
of picking a bouquet of flowers, perhaps Snow White 


should be stretched out, reaching for a particular flower 
in the cranny of a rock. She would be more vulnerable 
and make a better target as the dagger was raised, 
one lone flower would be more symbolic of the lo 
girl. 

Walt began to feel that even though the flowers 
represented innocence they lacked warmth, and 
changing to an animal or a bird that could respond 
Snow White would give a stronger situation. If s 
were helping an animal in trouble there would be great 
contrast to the evil approaching behind her, and 
would help build her character as well. Immediately 
the ideas began pouring in. 

“Should the bird be sick, or have a bro 
wing...?" 

don't see that k, but just like a little ki 
who is lost and is frightened, crying. . .." 
he asks, "Are you an orphan 
get a little baby bird idea there. . Mi 
innocent, paralleling her own situation." 

Looking over the sketches on the board, Walt coul 
see that too much time was being spent on unimpo 
action. The preceding sequence had developed with 
strong ending, and you knew of the consuming je 
‘ousy of the queen as she assigned the grim task to 
faithful servant. This was no time to start a new id 


to kill Snow White we fade out and fade in on the 

ng being carried out—make it move faster." And 
the dialogue at the end had to be broken up with more 
action between the lines. *"That would be better than a 
long bunch of dialogue. She would ask short questions 

d he would answer with short answers.” 

‘There was a big discussion about how Humbert 

ould weaken and when he should drop the knife. 

“I think it would be a stronger picture if she just 

ns around and sees the knife over her. It would be 
dramatic..." 

“I think it would be better if he dropped the knife 

yhen her back is turned." 

Walt stared at the board, his fingers drumming on 
the arm of the chair, one eyebrow down. There was a 
ig silence, then unexpectedly, “Maybe we could 

d the whole thing up—or, maybe there is a better 

we can do it, Maybe we don't need this situation 

her at alit" 

There was another silence as the fellows in the meet- 

tried to consider this proposal. Finally one sug- 

‘ted, A fellow like the Huntsman who is sent out 
on a job should do it, A fellow like that wouldn't 
confess that he couldn't do it. 

Another silence. 

“You could have her escape. 

More thought and more meetings and more sketches 


d ES 


‘on the board. Are we doing it the right way? Will it 
work? Maybe if we just kept it short and direct and 
stick right to the point, and do not develop the Hunts- 
man as much; play out the situation, but do not get 
involved with him. Walt suggested that they work on 
the dramatics of the whole thing, keeping the Hunts- 
man in shadow, showing only his feet as he comes 
forward, and hear the crunching of the leaves 
and twigs." This would build it in the audience's imag- 
ination more. "When you get close-ups of faces you 
have to tell them too much and you lose imagination. " 

No one ever had done anything like this before, and 
it was imperative that the audience accept it the way it 
was intended. If they laughed at the Huntsman, it 
‘would mean that the audience had not been drawn into 
the situation and could not take his type of handling 
seriously in a cartoon. They must believe that this 
animated figure existed and really was going to kill the 
girl. There was good reason for Walt to wonder. 

Still he kept coming back to the same ingredients as 
being the right way to go. In a story meeting in June 
he was able to outline what he thought were the best 
ideas, and though there were more refinements as the 
sequence went through the plant this is essentially the 
way it was done. Note the length of this meeting. 
Saturday, from 8:00 to 1:00, was a regular work period 
in those days. 


2o EA 


his knife to strike, but cannot go through with the deed, and, dropping to his knees, urges the confused and frightened princess to. fle 


n though both char. 

are limited in their 
y by the extremely 
ic handling, this se- 
t has great impact 
jas a milestone in 
lg that animation 
present strong emo 
situations. convine 


SEQUENCE A—SNOW WHITE AND THE 
HUNTSMAN IN THE WOODS 
Meeting held: Saturday, June 27, 1936—8:45 A.M. 


to 1:00 P.M. 
Present were: 
Walt Joe Grant 
Frank Churchill Bill Cottrell 
Charles Philippi Larry Morey 


Bob Kuwahara 
Walt: Snow White is to be picking flowers—so that 
when you open up on the setup here there is a 
menace right off the bat—you just cut to a shot of 
the Huntsman there with just his eyes looking. 
What 1 see there—she is trying to help the little 
bird and then the Huntsman starts to come to her 
with the knife, and you cut to the Huntsman as he 
pulls the knife out and have a slow walk on him 
out of the scene—that is the last you see of the 
Huntsman, except his feet approaching. While 


she is talking to the little bird and saying things to | 
cheer it up, here come the feet slow with a hesi 
tating step—it could be the kind of a step that is 
trying to be light. 

Larry: Would you see the shadows on the ground? 

Walt: Yes, but the shadows are so that they carry 
through. She is there with the little bird and right 
behind comes the shadow—build up the shadow 
and the knife. 

Joe: We just get a flash of the knife as it is being 
pulled. 

Walt: We just flash on the shining article—cut lo 
her and she kisses the little bird and it flies away 
then we cut back to the knife over her and it 

begins to shake, hand opens and knife drops, 

Maybe he could drop down right in the scene, and 

she takes it as he says FORGIVE ME YOUR HIGH 

NESS, Snow White is up there like she can! 

understand it—WHY. HUMBERT? WHAT IS IT? and 


y. 


Humbert could say, I COULDN'T DO IT YOUR HIGH 
NESS—Snow White says, WHAT?—Humbert: 1 
CAN'T KILL YOU FOR HER—Snow White says. 
WHO? Humbert says, THE QUEEN, THE QUEEN 
GO GO GO AND NEVER RETURN TO THE CASTLE 
FOR THE SAKE OF NOT ONLY YOURSELF, BUT FOR 
THOSE WHO LOVE YOU, DON'T RETURN, Maybe 
he could end up with GO GO GO. She is confused 
and runs off and maybe cut back to a shot of hi 
the last. Get a 


in a breakdown quiver position 
shot of the woods and she doesn't know what to 
do, but just goes on, hesitating at the beginning, 
but goes on deeper and deeper—maybe you could 
carry that “SALLY, SALLY" idea of KILL YOU 
WHO?—THE QUEEN—building in the little things 
the Huntsman said to her. And always that GO 
60 GO when she stops 


Surprisingly, the next quote from Walt on those notes 


is this: “Sizing the whole thing up—do you think that, 
generally, we are on the right track for a thing like 
this, or do you think it is too heavy 
precedent to guide them and no way to test the sequence 
until it was completed in color. No one could say for 
sure, but Walt stuck by his intuition and decided to go 
ahead with it. 


* There was no 


Today, we easily can see the ingredients that made 
it work so well. The crew concentrated on just the 
essence of the story situation, not letting any part 
become overdeveloped; they used carefully planned 
dramatic staging rather than explanatory scenes; and 
they underplayed the emotional aspects of the acting 
instead of calling for overwrought, tormented histrion 
ics. As a result, the audiences were swept along, caught 
in a web of their own imagination, convinced of the 


intensity that n 


ver w 


actually shown. The less they 
were told, the more they filled in with their own 
thoughts; and the less that was said, the more they 


seemed to understand, As little as was shown on the 
Huntsman, he probably ended up with more substance 
as a character than ever had been planned. 

By March of the following year, the animation had 
been completed, and, as usual, several of the points so 
thoroughly discussed were not coming off. Alternative 
ways of doing some of the things would have to be 
found, and in this transcript of another meeting, Super- 
vising Director Dave Hand explains the ideas they are 
considering as he listens to the reaction of the staff. 
Incidentally, the hours of 5 to 6:30 were not normal 
working hours, but reflect the overtime that already 
was expected of the personnel in order to complete the 
film 


SEQUENCE 3A—SNOW WHITE AND THE 

HUNTSMAN IN THE WOODS 

Meeting held: March 17, 1937—5:00 P.M. to 
6:30 P.M. Sweatbox 4 


Present were: 

Vern Papineau Ford Beebe 
‘Ted Baker John Hubley 
Jaxon Ernest Nordli 
Stuart Buchanan Harold Miles 
Ken Anderson Charles Philippi 
Terrell Stapp Tom Codrick 
George Goepper Les Novros 
Dick Creedon Mare Davis 
Hugh Hennesy Dave Hand 
Grim Natwick Mike Holoboff 


Grim: 1 didn’t care for the shot of the Huntsman's 
feet very much—it didn’t seem strong enough for 
the place it was in—it seemed a little clownish. 

Dave: Yes, we are retiming it and possibly reshoot- 
ing it. 

Grim: the feet don't seem strong enough for the 
situation. I feel you want something big and dra- 
matic. I think the shot doesn't even show the feet 
off to advantage. You're expecting something 
‘ominous and all you see is a pair of feet. A knife 
would represent what was going to happen better 
than a pair of feet. 

Dave: A shadow comes in first, then the feet. We 
speak of having the feet step on her bouquet of 
flowers as he comes through the scene 

Tom: 1 think there ought to be a cut there to the 


Huntsman after Snow White screams—just a flash 
to a close-up front view of him. 
Dave: We have discussed that to show his hand 
relaxing and the knife dropping, but it’s 
point and I'm glad to have 
do it slower and have more furtiveness in his 
movements, 

Creedon: He walks like he is going to meet so 
thing. He should be moving sideways or cre 
back of something. 

Dave: I recall a general reaction. People were agree 
ably surprised with the animation, it didn't k 
so bad 

Creedon: I was agreeably surprised. Hearing th 

voice alone, I thought it would be ham. 

Dave: We still intend to get another character voia 

and do it over. 

Buchanan: That's a pretty high cliff she falls o 

Dave: We have had a discussion of that, and we fel 
it should be a shorter drop—many of us. 

Buchanan: It's too dangerous—it might Kill her. 


The scene of the feet was replaced by a shot of 
Huntsman's face coming closer and closer, but wit 
no change of expression. The menace of seeing i 
stealthy feet had sounded so good in the story m 
ings, but even Walt agreed that the replacement loo 
better. What is more interesting is the thought rep 
sented by the last three comments on the page, 
cliff is too high . . . it might kill her! The gir 
become as real to the crew of storymen as she did 
to the audience. No one ever worried about Doni 
Duck falling too far! 

This sequence has become a classic of commut 
tion with the audience. Everyone was drawn i 
picture in a way that made the events that follo 
have a greater impact. It was melodramatic with 
becoming saccharine. Perhaps the sincerity of all 
worked on it contributed the most to making it su 
successful part of an outstanding film. 


Dialogue 


The easiest way to develop a story is to do it 
dialogue between the characters, explaining 


the audience needs to know. But, as Alfred Hi 


|, "When we tell a story in cinema, we should 
to dialogue only when it’s impossible to do 
7 The hardest way to develop a story is to 
bitall with pantomime. While it is true that a charac- 
sr seldom comes to life as a specific personality until 
voice is added, there is also Dopey who made no 
Pluto who only howled and panted, and Donald 
k whose dialogue was fifty percent unintelligible. 
Sill, most of the great characters owed much not only 


Walt usually left out the dialogue until a sequence 
d been developed to the point where he could see 
jst how little was really needed. If the idea could be 
over with an expression, an action or a sound 
, or with music, he would not use dialogue. The 
had to think in visual terms first, and when. 
did write dialogue it had to tell something about the 
ter and not be exposition. Walt insisted that no 
Wants to see a character chewing away on a bunch 
words when a provocative situation is developing 


fy and sharpen his story and the personalities. 

Hitchcock also said, ""To me one of the cardinal 
for a scriptwriter, when he runs into some diffi- 
ily, is to say, "We can cover that by a line of dia- 
e.' Dialogue should be a sound among other 


le whose eyes tell the story in visual terms.*** 


Worried or impatient. There must be business to 
the statement and a situation in which he can 
nstrate these emotions if the audience is to be 
inced that it is so. Until the viewer feels the emo- 
100, he is not impressed with the words. 

animators expressed it simply: “Anyone who 
ly states his feelings is not acting. and if a cartoon 


character is not acting, he is not ‘living.’ They had 
to know the feelings that go deeper than words before 
they could find the strong attitudes that would make 
the situation believable, 

There were four major rules to writing dialogue: 


Rule 1. Do not write dialogue that describes what 
you are seeing. If a character is panting and sweating 
from the heat, the last thing he needs is a line that 
states, “Boy, am I hot!” Or if he has started to leave, 
itis too late to comment, “Well, I guess I'll go now." 
His words should reflect his feelings about what is 
happening, and be written in a way that enriches his 
personality. 


Rule 2. The words and the thought behind them should 
be special 10 this one character. No one else would 
say things quite this way. Look for unique wording, 
colloquial phrases, colorful expressions that are right 
for this one particular character. 


Rule 3. Dialogue must be written so there is some- 
thing to animate. Vt has to reflect an attitude that can 
be drawn or an emotion that can be shown, Exposition 
is deadly, and too many words water down strong 
attitudes. No one can keep any strength in a long line 
of dialogue. 


Rule 4. Dialogue must be written so the actor doing 
the voice can contribute something, Without changing 
the meaning of the line, it is usually possible to give it 
more life by rephrasing or adding a touch that gives 
the actor a better chance. Often a chuckle, a sigh, a 
stutter, swallow, or gulp will reveal more of the per- 
sonality than the words themselves. Other times, the 
actor may have an intimate knowledge of folk phrases 
from certain regions that will help build a more inter- 
esting character, 


The voice talent usually is eager to help develop a 
unique character, especially one that is understood 
thoroughly, and this contribution should be encour- 
aged. However, in the early days of wild chases and 
violent action, there was little opportunity for the 
nuances of an individual personality. As one actor 
admitted wryly, “It's a little difficult to build a strong 


Larry Clemmons 
Just before 
meni by Ward 


character when all you say is "Oof . . . ugh... yow 
- yip. and Wheee!' but it's still important to do 
what you can.” 

Occasionally, the dialogue would be written bef 
the sketches were made if an outline had been ay 
and the writer had a strong idea of how the seque 
should play. Larry Clemmons, who had been in 
‘mation during the thirties, then left to write for 
before returning to the studio, had a talent for bris 
dialogue that gave everyone a feeling for the chi 
ters and the entertainment potential in a situation, 
always wrote scripts, then asked the story sketch 
to follow them as closely as possible, If the si 
man was not alert, he would end up merely illus 
what was being said and not adding any new ideas 
approaches to the problem from a visual standpol 
Woolie Reitherman directed these films, and, while 
enjoyed the word-gags and the play between ch 
ters, he knew that there had to be a new ingredi 
added to make the sequence do its job. He 
complain, *"There's nothing happening! I want a 
pening! I've heard enough words—I want somet 
going on now. I want attitudes . . . you have to 
how they're feeling, what they're thinking before 
can tell if the words are right!" Storymen must 
the patience and energy to try many things bef 
settling on a direction 


Vance Gerry tries 
costumes, expres- 

id attitudes for 
little star of The 


Vance Gerry, who did both story and story sketch, 
lit upon the best solution. He used Larry's script as a 
‘guide and a basis, but set it aside while he started 
‘making the drawings that seemed to fit the situation. 
One drawing led to another as he explored various 
Ways of handling the characters as well as the whole 
ood of the sequence. Eventually, he was able to pin 
"wa continuity that included actions that could be 
animated, business that developed the characters, and 
pantomime that strengthened the relationships. At that 
point he had a meeting, and all the ideas were pre- 
‘ented, Following that, Larry would rewrite and Vance 
would redraw, but bit by bit they came together and 
the result was a unique, convincing sequence that 
probably could not have been achieved by any other 
process. 
A good example of this cooperation is the introduc- 
tion of the little girl Penny in The Rescuers. It had 
been assumed that the proper way to introduce her 
would be in a happy sequence where the audience 
could be taken by the appeal of a cheerful, spunky 
child, She was an orphan who wanted very much to be 
‘adopted, but it was felt that any sad scenes would have 
more impact if she were seen first in happier circum- 
stances. A whole sequence was written, sketched, and 
partially animated of her on a visit to the zoo. 
When it was discovered later on that the pathos of 


the little girl was the very heart of the picture, all of us 
decided her introduction should be in a situation with a 
strong heart-tug right from the start. We wanted the 
audience to become involved with Penny and her feel- 
ings as quickly and forcefully as possible, so our first 
sequence of her became the one in the orphanage right 
after she has been passed over for adoption, 

In the story meetings, we had considered having 
Penny do a little act for the prospective parents, some 
little song or dance: something she thought she did 
well and on which she could pin her hopes for adop- 
tion—something she hoped would make a mother and 
father want her. If she did her best and failed, we 
knew there would be a strong empathy from the audi- 
ence. But it also would necessitate showing the visi- 
tors watch her act and perhaps part of the act of the 
little red-haired girl who finally would be chosen. It 
had good pathos, but also problems with the added 
characters and more footage to put over the additional 
business. 

Vance Gerry had been exploring the appearance of 
the bedroom in the orphanage for the next part of the 
sequence, and Larry Clemmons had written some poign- 
ant lines between the little girl and the orphanage cat 
Rufus, as he is trying to find out what had happened. 
Penny responds, "They looked at me, but they choosed 
a little red-headed girl—she was prettier than me 


Vance's suggest 
Penny's bed in the 
of the big room in 
phanage. She ha 
‘passed over for ada 
this day and is si 
alone trying to ho 
the tears, Rufus, 
cat, knows some 
wrong and goes o, 
can help. 


This sequence is the intro- 
duction of Penny, so the 
strongest statement possi- 
ble must be made to estab- 
lish the pathos of the situa- 
tion and show the warmth 
of the friendship between 
the girl and the cat. Vance 
explores several ideas on 
this, showing front views, 
back views, side views, the 
position of the bed and how 
Penny will look sitting on 
it. What is the best way to 
reach out and touch the 
audience? At times, a sim- 
ple attitude is all that is 
needed; if the animator 
tries 1o do too much, he will 
break the mood he is at- Between that line and Vance’s drawings, there was no 
ER TER, need for any other introduction, Her first scene in the 
Drawings from the actual — Picture showed her sitting on her bed, all alone, 
scenes in the picture show the orphanage. 

‘how all of this planning and Now we had to concentrate on the strongest state- 


experimenting paid off, The ment we could make for a sad, lonely girl. We had to 
thinking is broad, and the — have warmth, communication, and sincerity, and the 
impact of the scenes is — girl had to be handled as a real girl in a real situation. 
powerful. If the animator There was no latitude for broad drawing or caricatured 
had thought ''subtle"' in his 
planning the scenes would Expressions. What had to be caricatured was the film 
not have communicated at approach to getting the audience to feel for this girl 

_ all. and her problems. It had to be immediate, succinct, 
] and compelling. This was our heroine and she had to 

) captivate the audience from the very first scene, with 
no false moves and no confusion. It was a delicate 
situation and required delicate handling. The moves 
would be subtle, but the planning had to be powerful. 
Vance Gerry did charming drawings of the girl and 
the cat. He tried different uniforms for her and re- 
searched the kind of bed she would have, as well as 
the character of the room in which the orphans slept. 
moe natis weona, venus The size of the room and the position of Penny's bed 


PEN M in it were both important. He tried various types of 
prc SF cuore on 


RUFUS i NO SEOBETE YOU, PEN” WELL, IT WAS ADOPTION RURUS: WHAT —— RUFUS: UMET HAPPENED € 
ER hm DAY Ar THE cams Femme: A MAN AUDA HOY CAME. 


saging, showing the girl from the front, the side, and 
he back. Each view offered something special, and 
he relationship to the cat varied with each angle, too. 
fe could squeeze under her arm in the front view but 
ptin the others—without an awkward move—and we 
ete searching for the bold statements that would flow 
ly and naturally. 

animator who was given the responsibility for 
lis crucial sequence decided that the rear view of the 
atand girl was the best for the first scene.° Somehow, 
e looked more vulnerable with the sloping shoulders 
litle neck, and it allowed him to hold off the first 
il view of the girl's face until later, when it would 
more impact, The back view was also a good 
for the cat's action as he rubbed against her 


[the expressions were then played off the cat because 
face was so much more pliable. His chin could 
femble as he was on the verge of tears without being 
verly dramatic. It was hoped that the audience would 
e empathy for the girl through him. When she 
ly does turn so that her face can be seen, there is a 
ir rolling down her check, but no real dramatic 
yression—just a sad, little face. With the build-up 
ing, it was all that was needed 
sn the picture was released, we received a letter 
a jaded critic with this comment: ““That scene 
de me cry—which surprised me! From then on, I 
d very much about what happened to Penny. Maybe 
the dialogue, or her expression, or the PER. 
voice . . . but something moved me as no other 
on movie has before.” 
le always wonder if we are going too far, or 
poling too high, in our attempts to get real feelings 
frayed in our medium. We cannot be too dramatic 
ih our characters, and if we start to copy real theater 
look silly. Yet, within our limitations, we have 
ind ways to develop emotions that have touched 


audiences around the world and raised people's spir- 
its, and that must be worthwhile. 

William Faulkner said that the only subjects worth 
writing about were “the problems of the human heart 
in conflict with itself.” He went on to say that it was 
the poet's and writer's duty and "privilege to help 
man endure by lifting his heart, by reminding him of 
the courage and honor and hope and pride and com- 
passion and pity and sacrifice which have been the 
glory of his past.” Even the cartoon can try for such 
ideals. 


¿SHE was 


PREMIER THAN ME 


COULONT BE 


15. Character Development 


1 think you have to know these fellows definitely before you can draw them. When you start to caricature a 
person, you can't do it without knowing the person. Take Laurel and Hardy for example; everybody can see Laurel 


doing certain things because they know Laurel. 


Walt’s development of a cartoon's char: 
‘completely intuitive. He never had to analyze the ways 


ters wa 


he might establish them or find their personalities. He 
never worried about their motivations or searched for 
(echniques to make them believable 
problem in how to integra 
Were the story. He could not conceive of business that 
did not relate to 


There was no 


them into the story; they 


specific personality. He had such a 


grat feel for the e 
Of these consid From the 
beginning, these characters had been real to him; the 
task now was to make them as interesting as possible. 

In Novembe 


tertainment in any situation that all. 


ions were automatic. 


1936, we started having weekly m 


ings at night to talk of nothing but character develop- 


Walt Disney 


ment of the seven dwarfs: their relationships with each 
other, and how they would move and act in every 
situation. Many of the staff could not see beyond just 
finding something for seven characters to do while on 
the screen together, but Walt was looking for much 
nor 


He knew that the development of rich personali 
ties would be crucial to this story, and it was a part of 
the picture-making that he particularly enjoyed. Walt 


nmersed in these characters that at times, as 


he talked and acted out the roles as he saw them, he 
forgot that we were there. We loved to watch him; his 
feeling about the characters was contagious. Each 
succeeding week he refined and strengthened his con: 


ception, and ours, too. We would think to ourselves, 


Walt's acting we 
neous and rich y 
that were speci 
He could act at 
‘character and gi 
into the persona 


cantan- 
bickered 


ing, he 


the early 


“Gee, if 1 could just get my hands on that scene of 
Doc and Grumpy the way he's talking about it. Boy. I 
can see it so clearly!" 

Walt was saying, “Doc is upset by the least little 
thing, the least litle annoyance. He doesn't know where 
he is; somebody has to help him out—that is. as far as 
mental reaction or personality is concerned. When 
Snow White says she is a princess, he becomes all 
flustered and gets his words mixed up; and, when he 
finally does get the word, he says the wrong one. For 
instance, when Doc says, "WE ARE HONORED, WE ARE— 
(he hesitates, he doesn’t know what to say; Grumpy 
then comes in and feeds him the wrong word: “MAD As 
HoRNEtS,” and Doc immediately picks up what Grumpy 
says before he realizes what Grumpy says. | think Doc 


is that way, in that when he becomes flustered, he 
stammers for words. 

He has this habit of getting mixed up, only 
he is upset or when he is angered or when he meet 
‘Snow White. When he meets Snow White, he is like 
fellow meeting a girl—gets awfully flustered—sort 0 
an inferiority complex." 

Another night, Walt was talking about Dopey, 
was not just his personality but his physical appes 
ance, too. As Walt described this little character, w 
could see how we should draw him, from his propor: 
tions down to how he would stand 


Dec. 9, 1936 
Walt: Dopey isn't cute looking in these drawing 
His body should be longer and his legs sho 

You should have the feeling about him that hei 
wearing somebody's cast-off coat, not as though 
he wore a big gown or something. He shows ii 
much anatomy. I don't think you would see iin 
this little guy. 

Babbitt: Do you see him quite erect most of i 
time? 

Walt: Yes, alert, That would come right in Wil 


dwarfs—turns around and looks back like a ki 
Langdon had that kid action. He would hold on! 
his hat when running along with some fellows 
‘one of Langdon’s pictures, in a factory sequen 
Langdon was invited by some of the fellows tog 
along with them after work. The idea of his 
taken along made him happy just to be with the 
They ignored him and he would run ahead of th 


and look back like a kid. I feel that Dopey would 
be the same kind of guy—glad to be in on any- 
thing, 


‘After the meeting, one of the men jotted down some 
notes; “Walt is so aware of the fact that it would be 
sy lo make Dopey imbecilic and he doesn't want 
ut because it’s not funny—he just wants him child- 
ish—appealing. It’s elusive, but Walt always seems to 
have a way of seeing it so that it’s right. Like the way 
he talks about when Doc goes into his thinking pose, 
and Dopey is trying to do the same thing. He has his 
ingers up to the side of his face, and his finger slips 
d goes in his eye. He is trying to imitate Doc there. 
he has never spent any time thinking before and he 


fener ona 
re Ga HED 


has to see somebody else do it before he can doit,” 

‘The most stimulating part of all this to the animators 
was that everything Walt was suggesting could be ani- 
mated. It was not awkward continuity or realistic illus- 
trations but actions that were familiar to everyone. It 
would not be easy for the animators, but it would be 
fun. It seemed such a short time ago that they were 
animating spindly legged, weightless Mickeys and 
Minnies with their superficial litte relationships, Occa- 
sionally there had been a glimmer of things to come in 
pictures like Elmer Elephant and Country Cousin, 
where there had been a special character who had 
strong feelings about what was happening, but for the 
‘most part this was all new, and it seemed as though it 
had blossomed overnight. Now we sat entranced as 
Walt talked about these seven little men who were 
becoming as much flesh and blood as the person sit- 
ting next to us; and while the problems they faced in 
their make-believe world were extraordinary, we could 
grasp them and could feel them ourselves. 

‘These characters were dealing with life and death 
problems, sometimes in a humorous way, sometimes 
serious, but always sincere and believable, and each 
according to his own personality. This was real char- 
acter acting, and it was all so easy when Walt explained 
how it should be. It could be funnier, or more serious, 
or more fanciful, but the crucial relationships had been 


O'Connor. 
3 


dwarfs chased 
p the mountain 
h, the staging, 
[cutting all had 
situation as real 
ble. This series 
Ms shows a dra: 

ppt not found in 
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established and the criticisms now were all minor in 
terms of character development. Without Walt’s intui- 
tion, how do you build a character? How do you deter- 
mine what is interesting? How do you know if it is 
right for your story? 

‘An article by drama critic Charles Champlin in the 
Los Angeles Times tells how John Hurt went about 
character development in his portrayal of Max in the 
film Midnight Express. ''In the superb way that actors 
can, Hurt seemed to have built the character of Max 
from the inside out, investing him with a past and a 
persona only hinted at in the script." Champlin quotes 
Hurt in some detail on his creative approach to build- 
ing Max's character. **Without knowing," Hurt says, 
“I imagined that he was of a very good family. Lots of 
money. And that he had gone to a very good school. 
Harrow, maybe, or Eton. And that he had started at 
Oxford, probably, but dropped out as a lot did in the 
"60s and hit the eastern trail that was popular then and 


got into drugs. 

We started on each of our characters in much the 
same manner. Usually the storymen searched for the 
broad type of person that would fit the story, concen 
trating on the general aspects rather than the refine: 
ments. One storyman enrolled in a writing class to 
improve his skills and was surprised to find that the 
same advi art of the young writer's curricu- 
lum. He reported, You must develop character tas, 
you must think out—what sort of person is this? What 
kind of background does he come from? Is he an angry 
character? A happy character? A foolish character 
how would he react? He might always carry a cane, he 
might have a twitch when he moves, he might haved 
habit of lighting his pipe. What sort of clothes would 
he wear, how would he move? Well, this is what we 
were doing [at the studio]. We were drawing the Goof 
and having his pants hang down, and you have a vest 
that doesn’t fit 


was 


hen asked where we find our characters and our 
we point out that one of the biggest sources is 
people right around us, wherever we may be. So. 
‚we say to train yourself to be constantly observ. 
to watch for the unusual and the entertaining. 
tainly that is what John Hurt did in his preparation 
he role of Max.) If you see someone with a unique 
of gesturing and talking, watch him and make 
ental note—maybe draw him when you have a 
ce. A boy and his dog and the way they look at 
other, or two lovers holding hands, someone wait- 
mpatiently for another person, a salesman, a sports 
¢—they all hold the promise of inspiration for a 
ial character. But you must be thinking that way. 
baseball pitcher is constantly adjusting his cap 
viping his brow on his sleeve, taking his glove off 
bbing the ball. All pitchers do these things, but 
‘one does it differently, Walt was continually tak- 
glasses off and on when talking over a script. 
Kahl did not need his glasses for close work, so 
looking at someone's drawing he would take the 
es off just one ear and let them dangle precariously 
ighout the whole conversation. 
ice the general type of character has been found, 
begins on finding the refinements, the details, 
pecifics that make him into an individual—unique 
entertaining, This is more difficult to judge, but 
mimator will flounder with indecision unless he 
ret inside the character and know precisely what 
ns are right for that personality. As long as there 
y confusion or lack of understanding, the draw- 
will be vague and indecisive. A good check on 
her the character is really understood is this ques- 
“Do you know how he feels about himself?” 
out knowing his self-image, it will be difficult to 
y how he really feels about anyone else or what he 


is trying to do or even what he wants to have happen in 
the story. 

Obviously, this all will be easier and more interest- 
ing if the animator likes the character in the first place 
We advised a group of young animators: “Look for 
things in your characters that make them so interesting 
that you end up loving them. They should be appealing 
10 you; you are creating them. Endow them with all the 
great qualities you like that are consistent with their 
personalities, so that you will want to be around them. 
Like an actor getting a good solid role, you will look 
forward to each day, and at night you will think about 
your sequence and the characters in it and what you're 
going to do with it—and you just can’t get it out of 
your mind. It's with you 24 hours a day.” 

Some of the funniest shorts the studio ever made 
came from the sheer enjoyment felt by animators work- 
ing with a character they had come to know and under- 
stand extremely well. These were the "How To” 
Goofy pictures: How to Play Baseball, How to Swim, 
How to Fish, etc. Most of these were directed by Jack 
Kinney, with inspired work by animation supervisor 
Woolie Reitherman and zany touches from animator 
John Sibley. John, like Woolie, was especially good 
at funny, imaginative action and timing. They loved to 
talk about how funny the section they were working 
‘on was going to be. 

‘The more they would talk, the funnier it would 
become to them, and soon they were just killing them- 
selves laughing at all the gags. So they would decide 
to go and tell "Ol Kinney" about their new ideas, 
because he might think of something even funnier. 
Everyone could hear them going all the way up the 
stairs and down the hall, talking and laughing about 
this with an occasional pause while one of them showed 
the other how it was going to be; then the laughter 
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would get even louder. By the time they were at Jack 
Kinney's room they were both in tears, but Jack knew 
the material so well he could pick right up with them 
and very soon was in convulsions, 100. 

‘This love for the character is reflected in the fin- 
ished pictures, for there is an inspired quality that 
never would exist if it had been put together mechan- 
ically from the storyboards. This clearly shows the 
importance of talking and talking and "kicking an 


idea around" and continually observing and 
and watching each other act out the business. This 
how great characters are developed. 

In the early story conception of The Rescuers 
Orville was just a bird—perhaps a pigeon—who wot 
fly the mice agents to their destination. His 
distinguishing business was that he would be catapal 
off the ground instead of taking off under his o 
power. This was a novel idea, but it seemed toi 


he development of the character. Things were hap- 
pening to him rather than having him make anything 
ppen. 
On the strength of some of the studio's nature films, 
was decided to base Capt. Orville's character on an 
batross. Immediately this opened up all kinds of 
possibilities. An albatross in the air is a thing of beauty 
Io behold, the ultimate in perfect coordination, but on 
the ground, either landing or taking off, it exhibits the 
height of incompetence. The albatross lands like a 
bowling ball, scattering companions around like ten- 


clumsy uncoordinated action. He cannot even run well, 
laking a longer step with one leg than the other, which 
gives him a gimpy look and makes it doubly hard to 
equire enough speed to get airborne (much of the 
lime he does not succeed). After running what seems 
ike miles, he will suddenly abort his flight as though 


to say, “This can just as well wait till tomorrow." 

Pilots say that the tough part of flying is landing and 
taking off. The albatross does not seem to recognize 
that he has a problem in either procedure, and this 
gave us our clue to his personality—the fact that when 
he landed on his face and then crashed into several of 
the other birds on the beach, nobody made a big deal 
out of it. They just shook the sand off and plopped 
down again as if nothing had happened. In our picture, 
the first time Capt. Orville landed, he plowed into the 
runway and slid to a stop on his face. Bernard came 
running out to see how badly the albatross had been 
hurt; his reply was, “One of my better landings, Bub!" 
‘And he meant it! This would be his personality through- 
out. He thought everything he did was the greatest, 
and the only way to do it 

His takeoff with the mice aboard became the funni- 
est piece of business in the whole picture since it played 
into all three personalities, Bernard was afraid of flying, 
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and Bianca was looking forward to it with enthusiasm. 
“This gave each of them definite attitudes that opened 
up new facets of their personalities. 

Orville was sort of a crusty guy, but likeable. We 
thought of him as being a World War I ace with hel- 
met, goggles, scarf, and puttees—the works. He toler- 
ated Bernard, but warmed up to Bianca, The story 
could have been told without him. There was a time 
when we considered having the mice dart into a regu- 
lar airliner, but how much better the sequence became 
through the development of Capt. Orville. 

Difficult as itis to conjure up a successful character 
and to know him thoroughly, it is often surprisingly 
awkward to find the ways to tell the audience all about 
him. The opportunities to show all these delightful 
traits in a rich personality can slip away one by one as 
the sequences develop, leaving an interesting residue 
but none of the exciting moments that had been visual- 
ized. We had this distressing situation in The Rescuers 
in the very next sequence. 

When the mice, flying with Capt. Orville, arrived at 
the bayou, they were forced to abandon ship and para- 
chute to safety. Awaiting their arrival was a group of 
eager local animals organized into a home guard unit 
known as the Swamp Volunteers. When the parachute. 
of the mice got tangled in a tree, the reception commit- 
tee broke ranks and ran about like the Keystone Cops 
as they tried to rescue the suspended visitors. Through- 
out all these proceedings, the dominant character be- 
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came the muskrat Ellie Mae, wife of the shiftless Luk 
and self-appointed major domo of the area. 
She had been thought of as a Germanic type 0 
housewife, capable, energetic, strong, cager, and hap 
py. with boundless energy, but now she had to becom 
a specific individual within that category. A TV ci 
mercial showing about that time featured an acres 
who was extremely large, but very delicate and fe 
nine in her gestures. To that “little girl" self-im 
we added the strength of a horse, and had the start 
an interesting character. We did not know yet if 
would be explosive, forgiving, self-centered, agg 


sive, or petulant, but we were finding out, Jeanet 
Nolan was chosen to do the voice, and she made 


She played the quiet lines with great sympathy 
tenderness, supported by a slight lisp, then unexpect 
edly shrieked the excited lines in a voice that 
shatter glass. 

She helped Bianca from the mud with a warm, 
line, “Here, honey, let me he'p yo 


her showed strong arms, a stocky build, a defiant 
to her head and a sweet little smile. She was the bos 


as sweet and delicate and very feminine. She did no 


d to be excitable because she was so competent, 
d she yelled only when she wanted someone else to 
something—which was often. This supported the 
unpredictable changes in her delivery since it was not 
related to an emotional build-up, and it really was 
thing she was not aware of doing. 

Unfortunately, as the continuity developed and the 

"quence was refined, almost all of the business that 
made use of her outbursts was cut out, and we were 
Jeft with a rich character who had only motherly lines. 
We searched through the rest of the picture but found 
no place to make use of the entertainment potential we 
had seen 

It brought home the point of how important it is to 
have business that gives your character a chance to 
‘show what he is. It is so easy to say that your character 
is great and that you know every angle of his personal- 
ity and that he will be memorable and outstanding, but 
unless specific scenes are there in the film—integrated 
ino the story—no one will ever know what was in 
your mind. It is not enough to say it is there; it must be 
‘shown. In our case, the work we had done made Ellie 
Mac a definite character, sincere and convincing, but 
without the fur: we had anticipated. 

All the while one character is being considered, 
close attention also must be given to the other players 
who work around him, for it is only their interaction 
that brings the scenes to life. It seems like a devastat- 
ing assignment, When Ron Clements was new at the 
studio, he commented, “The greatest challenge in ani- 
mation is to create a relationship of characters through 
picture that an audience believes in. To them, these 
characters exist—they're real. It's tough enough to 
‘create one character that lives, but to get two or more 
interrelating—that is the impossible dream." 

Actually there can be some advantage in working 
two characters together. If there can be some kind of 


tension between them, immediately there will be atti- 
tudes and drives and actions that reveal individual traits 
more clearly than would be brought out by passive 
agreement. This is something to consider when sev- 
eral of the characters work as a team with one unified 
purpose. The Swamp Volunteers all wanted the same 
thing and differed more in physical appearance than in 
either aims or personality. Without the conflict supplied 
by Ellie Mae's bossiness, their scenes had little vitali- 
ty. The semicomic villains of 101 Dalmatians, the 
Baduns, shared a common goal and a common per- 
sonality as well. By having one more stupid than the 
other, and a little less aggressive, we were able to 
introduce some argument throughout the scenes. 

Probably our most exasperating and elusive charac- 
ters were the three Good Fairies in Sleeping Beauty, 
who were committed to doing only good; they had no 
apparent weaknesses or foibles at all to exploit. In the 
early stages, Walt actually toyed with the idea of their 
being all alike, but if they were there would have been 
nothing to animate—there was no play among them. 
They were like Donald Duck's nephews. This possibly 
would have been acceptable if they were to be just 
spectators commenting on what they saw. 

But this was a story of how these three fairies tried 
to save a girl from the curse of the evil fairy Malefi- 
cent, and lost, For this role, they would need strength 
and purpose and a certain aggressiveness seldom seen 
in passive spectators. More than that, they were the 
rulers of their various domains, and while undoubtedly 
very gentle monarchs they should be more than just 
sweet and loving. There had to be more substance to 
them and to their relationship. The animators would 
need something positive they could caricature in order 
to make any kind of statement, but what should it be? 
What could be done with three seemingly vacuous 
ladies who agreed on nearly everything? 


A few of the diverse | 
on the appearance 
three Good Fairies in! 
ing Beauty in both 
normal costumes a 
peasant clothes they 
during their sixteen 
in the woods. 


As the supervising animators on these characters, 
we would be responsible for their personalities, and 
we spent many sessions with the story crew working 
‘out specific business for the first sequence. Even before 
the voices were recorded, we had tried ideas, discarded 
them, switched traits from one fairy to another, jug- 
gled and borrowed, built and appraised. 

We had started out with Flora being bossy. To her it 
was more important that she be the boss than be right. 
So she would dominate and the other two would fol- 
low, but that did not make a good relationship. Then 
we thought, “What if she’s the leader but not always 
right?" Merryweather would point out the error even 
though she was usually all wrapped up in herself and 
having fun. But this might make her too argumenta- 
tive and that would not be desirable. And what do we 
do with Fauna? She is so wishy-washy—she always 
goes along with the last person talked to—and this 
leaves her too weak to be interesting. 

Gradually we began to feel that Flora should not be 
bossy, but should dominate without realizing she is 
doing it. She would be just a more aggressive person- 
ality and full of ideas. It was not important that her 
idea be chosen, it was just that it was the best idea—the 
fact that it was her idea was immaterial. The important 


thing was that everyone start acting on it immed 
She felt the burden of any problems and thought 
herself as having a sense of responsibility. P 
most important, she had a grasp of the big concept 
what was going on. 

Now we had to find the best way to play Ma 
weather against that character. What if she had 
ideas than Flora, especially in times of crisis? 
the frustration of having to do it Flora's way 
pay off. She could have a reason to argue with 
and this type of conflict would liven up their rel 
ship. Also, maybe she is more impulsive and qui 
act—more of a doer than the others but with 
understanding of the big events around her. She 
be interested in little things and how things | 
and would volunteer to do the housework. We 
she would love to dance and to be happy and toes 
herself physically. Her feelings would be on 
face, and she would flare up in anger more 
than the others. 

Now where in here could we fit another type?! 
na's character was the most difficult to find 
we could not have another dominant personali 
we did not want her simply to be battered bet 
other two. If we went too far that way, the 


relationship became unpleasant. We had to remember 
that these ladies were “good” fairies, but that always 
led us into the saccharine. 
‘Then, while on vacation in Colorado, one of us met 
a lady who was to have a profound influence on the 
character of Fauna. She could be described as wispy, 
constantly smiling, twinkling-eyed, and almost unaware 
of what might be going on about her. She loved every- 
body, thought beautiful thoughts, could scarcely con- 
ceive of wrongdoing, and delighted in spreading what 
she considered to be sunshine, Here was a positive 
character who saw only good in everything and still 
lacked nothing in personality. She was supposed to 
read an inspirational poem at each meeting of her wom- 
en's club, but when she arrived and could not find her 
| prepared selection— instead of being flustered, upset, 
‘embarrassed, or confused—she blithely pulled out 
something else, like a letter from her cousin in Indian- 
polis, and read it to the assembled ladies. She was 
always sweet and sparkling, and also a little infuriat- 
ing, but as a model for a unique “good” c 


who could move through any problem unscathed as 
well as unaware she was inspiring. 

‘This opened up a whole new relationship and made 
us think a little of the great comedienne Billie Burke. 
At last we felt we had an understanding of the elusive 
Fauna. She still could be vague, in that she could lose 
track of what she was doing, but she did have ideas of 
her own—most of them little, feminine ideas, She was 
interested in small details. She liked the idea of baking 
a cake, but had trouble keeping her concentration 
throughout the process. Of the three fairies, she would 
worry the most and would be the one who would try to 
smooth over any conflict between the other two, This 
new slant had given Fauna an almost aggressive view 
of life. 

About this same time, the multitalented Don DaGradi 
noticed that little old ladies tend to wear their hats flat 
on top of their heads. He made some drawings show- 
ing them as cuter, more winsome, more appealing, 
Our drawings had been too strong and heavy. Now 
Don suggested they could be filmier, more like maiden 
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aunts, smelling of lavender. Suddenly it all fell u 
gether. These fairies were certainly no match fi 
Maleficent, but still they felt they had to try, They 
"'good"" all the way through, but entertainingly so 
“They helped to tell the story in a fresh and su 
ing way, adding imagination and warmth. Until su 
characters have been * "found," it is impossible to thi 
of the story as anything but a collection of incide 
With them included, it becomes a personal accoun 
something that happens to individuals people in ii 
audience know. They are immediately concerne 
interested and, suddenly, involved. As the concep 
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A character grows, inevitably it will influence the devel- 
opment of the story, and that in turn influences the 
character's relationship to others. The story is now 
becoming a tale about specific characters; what they 
think and decide to do determines what will happen 
and the way it will happen. 

Character relationships must be built slowly and 
carefully through actions, expressions, and emotions. 
will be one key scene that clearly 


establishes all that is needed, but more often there will 
have to be many scenes, each contributing a tiny bit to 
the overall attitudes. An elusive sensation of warmth, 
of unspoken affection, of genuine concer between 
two characters may take more than one sequence before 
the audience shares the feelings. You cannot count on 
its coming off or being there, but you try and try and 
it is in all of your thinking; somehow, when you are 
done, the feeling is there 

This was particularly evident in the characters of 
Baloo and Mowgli in The Jungle Book, and many of 
the intangibles of accomplishing this kind of relation- 
ship become apparent as we look back on the dilem- 
ma. In the early stages, the story was all about the 
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panther Bagheera and the troubles he had getting the 
young boy Mowgli out of the jungle and back to the 
manvillage. Each of the animals they met along the 
way reflected a different philosophy, and Baloo, the 
easygoing bear, was there to show the slovenly life- 
style that is possible when one is strong and can eat 
anything. 

Bagheera had to be very wise, orderly, and fastidi- 
ous, which made him rather stuffy. Those traits are 
neither endearing nor interesting, and at this stage he 
was admittedly dull, His primary relationship was with 
Mowgli, whom we thought of as a tenacious kid of 
seven to twelve, confident but not smart-alecky—a 
young Tarzan who could turn out to be great, if he 
lived! 

Mowgli had no intention of leaving the jungle and 
became obstinate. Bagheera's patience was at an end, 
so after one final disagreement he gave up and left 
‘The boy, like any kid who has won an argument he did 
not want in the first place, was disconsolate, still a 
little annoyed, and very lonely. He had his independ- 
ence, but no friends. 

It was important at this point to build sympathy for 
Mowgli. He had been unreasonable, but he was young 
and inexperienced, and we needed audience identifica- 


tion with his feelings of rejection. It seemed better if 
he did no strong acting or emoting. We felt we could 
portray his feelings better by using mostly long shots 
and featuring only kidlike actions such as kicking a 
rock, throwing a stick, climbing a boulder, sliding 
down a tree—all things he ordinarily would be doing 
playfully, but now is doing aimlessly. We felt that this 
approach portrayed a lonesome little boy on the screen 
better than any complex, close-up acting scenes would 
have done. 

It was at this point that the big-hearted, slow-thinking 
Baloo entered the picture, singing “*Doobey-do-doo, 
it’s all so easy. . . ."" He was a standard diamond-in- 
the-rough character, big and strong, and someone who 
could play right into the boy's predicament, being 
either comforting, threatening, silly, or friendly, de- 
pending on what worked best for us. It was time to start 
testing voices. 

‘The panel that listened and judged consisted of the 
director, two storymen, and two supervising anima- 
tors. With the very first actor we realized that our bear 
was too old-fashioned, too much like other bears we 
had done, too ordinary. We tried changing him to a 
sort of Ed Wynn—authority with a comic twist. We 
tested some exchange students from India to see if we 
could get a voice with a special quality indigenous to 
that area. None of these gave us any kind of character 
we could see when we closed our eyes and listened, 
Finally we found a funny voice that made a sort of 
bungling, confused bear out of Baloo, and we were 
trying to develop that thought when Walt suggested 
Phil Harris for the part 

Phil had been associated more with night clubs than 
the jungle, so we were surprised and he was stunned. 
He explained, “I don't do voices; I wasn't so good at 
reading to my two daughters when they were little.” 
But we got him to come in and go through a few lines 
in spite of his obvious discomfort. Finally he backed 
up and said, “I can't act like a bear—and, besides, I 
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don't do that doobey-doo stuff." We asked how he 
would deliver the lines if he could do it his own way. 
He grinned at the script a moment, then threw back his 
head and shook the stage with an infectious, rhythmic 
chant. "Well it's a doobey-do-doo: yes, it's a doobey- 
do-doo; I mean a. . . ." Immediately we had a character. 
‘As we warmed up to this new Baloo, Phil began to 
see more possibilities himself and became relaxed and. 
excited by the end of the day. But before he left the 
recording session, he began to think that this new 
association with the Disney studio might be hard for 
his friends and family to understand. He asked, "Can 
I have a copy of what I've recorded today? Otherwise 
Alice [his wife is Alice Faye] will never believe me. " 
Once Baloo had become a definite individual, he 
was so entertaining it was impossible to keep him out 
of the rest of the picture, Instead of the little cameo 
part that had been planned, he was built into the story 
more and more until he was the main force that made 
it work. Phil Harris's performance added sincerity in a 
colorful character that gave new interest to everything 
he did, but, most important, this bear suddenly had 
great warmth, something the picture had needed. None 
of the other voices we tested or the personalities we 
considered would have done this, Baloo might have re- 
mained a cameo because he would not have been strong 
enough or important enough to use in more than one 
place, and the story would have been quite different. 
While it may take a few minutes for an audience to 
disassociate the visual image of a well-known performer 
from his role in the film, the gain in character devel- 
opment is immeasurable. In the second and third 
releases, years later, to audiences who really had not 
known Phil Harris through radio or movie roles, The 
Jungle Book has proved to be increasingly popular. It 
is obvious that having established the character and 
used it in the best way is far more important than how 
well-known the voice talent might be at the time. In 


you the characterization you need almost always wil 

be well-known in his own field, unless he is 

young or, that extremely rare item, a natural 
When Walt heard Phil's test track he loved it, even 


first come dancing into Mowgli's scene. These ne 
dimensions Walt was seeing because of Phil's vola 
naturally affected the appearance of Baloo. We 
to draw an individual, 

As we talked about this new character in our pic 
ture, we tried to get inside him, to know him better, t 
understand what he might do. If he were an animato 
what kind of a guy would Baloo be? If you came into 
his room, what would it be like? He probably would 
be sitting there with his feet up on his desk and foo 
all over the place, crumbs and coffee stains all overh 
drawings. Probably he would have his mouth full y 
food when he greets you: “*Come on in and sit dow 
take five.” The trouble is, there is no place to sit But 
somehow this disorder is not as bad as it first see 
because you immediately like this individual and 
feel good while you are around him, He is free sp 
warm and friendly, and keeping everything in 
just not important to him. Life is simple and things an 
solved in a simple way. He would be rather easy 
trick or deceive because we think of him as 
gullible—gullible mainly because he likes people s 
much that it would not occur to him not to trust the 
He would be impulsive. If something popped 
head that he would like to do, he would do it, 
considering that it might not work out. 

Most of all, he would love sensual pleasures 
eating, or overeating, and singing. When you thinko 


Phil Harris you think of rhythm and finger-snapping 
‘and moving to the beat, and that is the kind of thing 
‘Walt was looking for when he showed us how the bear 
would dance, Then scratching—that has got to be a 
big part of his life. 

Soon we started seeing how this new Baloo would 
help us with Bagheera, too. What could work better 
with a free spirit than a stuffy, disapproving straight 
man? The looser the bear got the more entertaining the 
‘panther became. So we started building on Bagheera 
again and wondered what he would be like if he were 

animator or perhaps a storyman. His room would 
be neat as a pin with every pencil sharpened and all 
‘id out in nice rows according to color and length. 
per and pads would be neatly stacked, and there 
(Would be no food anywhere—just a bottle of antacid 
pills on the shelf. He would be friendly, but reserved. 
When we were sure enough of our cast of charac- 
, we came back to the scene where Baloo and 

gli first meet and started creating the crucial rela- 
ship between them. How will they react to each 

? Will the boy be afraid of this big guy? He is a 
igeous youngster, but he is still upset from his 
jent and still is trying to sort things out in his 
hind. When the bear talks to him, we decide Mowgli 
“ill ake a swing at him. He is too naive to know any 
better, and at this point he wants to be left alone. 

How does Baloo react to this little squirt hitting 

1? ls he sore about it? No. Instinctively he takes a 

letely opposite point of view. “This kid needs 

j, He'll get himself killed swinging at big guys like 

meif don't help him.” This isn't a mental problem; 
tis purely physical and right up the bear's alley 


artist: Frank Thomas. 


Mowgli and Baloo filled an 
empty place in each other's 
life. This helped produce 
one of the warmest rela- 
tionships we have ever 
achieved. 


We had animated about 35 or 40 feet of Mowgli and 
Baloo for a test when Walt saw it and said, "This bear 
is marvelous—we' ve got to keep him in the picture.” 
Phil Harris came back for a second recording session, 
and we showed him this animation. He stared at it, 
unbelieving; finally he turned to us and said, “Gee, 
this will make me immortal. The way you guys ani- 
mate me I can do no wrong.” This picture was to bring 
him a whole different group of fans, When he walked 
down the street, kids would come up and grab his 
hands and run along beside him calling him, “Baloo.” 
Everywhere they were reacting to his character just as 
Mowgli did. They loved him because he came across 
as a living character on the screen, 

The relationship between these two began to have 
‘enormous possibilities for warmth, comedy, pathos, 
and suspense. They really needed each other. The bear 
never had a cub of his own and saw in Mowgli some- 
‘one he could teach the things he thought were impor- 
tant. The story had been grim with everyone against 
the boy, and now he had a friend, But what a friend— 
irresponsible, impulsive, thoughtless. The audience 
knew the panther was right in his concern for Mowgli's 
survival, but they also could see the appeal of the bear 
to the boy. All the characters had clear drives; they 
were in conflict and they were enjoyable and provoca- 
tive. 

In the first sequence, where the two have met, the 
bear continues his lessons and tries to teach Mowgli to 
growl. Bagheera hears Baloo's roar, fears the worst is 
happening to Mowgli, and races back to help him, He 
is appalled to find that the boy has picked up with this 
“jungle bum.” Baloo tells Bagheera that the kid is 
going to stay with him, and he will teach him all he 
knows. Bagheera’s sarcastic response is, “That won't 
take long." The relationships among the three main 
characters are beginning to dictate the way the situa- 
tions will play out and what the dialogue should be. 

The second sequence has an entirely different flavor 
because it is all done to prescored music with the 
characters moving in sync to every beat, actually danc- 
ing their way through the song. Even the secondary 
actions are put on the beat as much as possible, since 
this always conveys a happy, exuberant feeling that 
can be achieved in no other way. 

Through this sequence, Mowgli usually is trying to 


plore differ- 
jo might sat- 
able urge to 


enzy, Baloo 
Is a tree, as 
the thumb- 


mimic Baloo. This flatters the bear and gives the feel- 
ing that they are responding to the same vibrations, 
which adds to the closeness between them. They could 
not feel better about each other or themselves at this 
moment, 

Baloo drops down on all fours as he finishes the 
lyrics and Mowgli hops up on his back. Perhaps Mow- 
gli accidentally touches a sensitive spot on Baloo’s 


off, but whatever it is Baloo feels 
the urge to be scratched. “Hey, Mowgli, how about 
scratchin’ that old left shoulder?" Mowgli does his 
best, scratching higher and lower and all over the p 


into the water, and he and Mowgli reprise the sol 
together in a slow tempo as they drift downstream. 
At one point during Baloo's scratching, he uproot 
the tree and scratches his back with it. The directo 
decided we needed some music to make the track s 
port this and add to the excitement of the picture 
called in four musicians—piano, drums, bass, 
trumpet. While they were ad libbing to a sect 
"The Bare Necessities,” the trumpet player, 
Lewis, was asked to get more of what the bear 
feeling—more frenzy—to get the feeling that the 
could not stop if he wanted to! Cappy finally got 
thing we all liked, a really classic piece of imaginati 
trumpet playing. As a matter of fact it worked out 


well that we decided to reprise it exactly at the 
the picture. This would send the audience out 
big lift. Danny Alguire, the assistant director, 

to have a musician transcribe it note for note, 
musical director George Bruns inserted it into the fi 
score. 


The time came to do the final recording on 
section, with the same trumpet player and the sam 
lib solo all nicely written out for him. He looked 
it—looked closer—blew a couple of notes—putd 
his horn and shook his head. The phrasing was 
him. He looked up at Bruns and said, “Nobody 
play this!"* Of course, he did play it, and excellent 


giving a spirit of exuberance and vitality to the ending gestures as he searches for an idea. If he is too 


of the picture nervous, or has too many expressions, he becomes 
By this time the bear and the boy had developed a excited, or evasive, or even overly desperate. Our \ 

bond, something that grew out of all the things they bear is desperate, but he is not excitable or evasive 

had been doing together, Bit by bit they had opened He is a simple, direct character who meets every- = 

their hearts to each other and there was a real feeling thing head-on. He is used to settling his problems 

of trust between them. This was what we had hoped with physical force and this predicament is really 

We were gelling, because it was so vital to the next beyond him. He is too honest to be evasive and too 


sequence where their friendship would be tested, 


na simple to have a complicated thought process. He 


different way, by each of them. should be desolate and lost, yet his love for the boy 

Mowgli is kidnapped by the monkeys, a big fight is so genuine that he cannot walk away from the 
ensues, and Baloo and Bagheera get him back. Then problem, 
‚comes a difficult all-dialogue section between the pan- antis: Ken 
her and the bear where Baloo is finally convinced that So what does the bear do? What kind of acting will 
for the boy's own good he must go back to the man- — show these inner feelings in drawings? The best way Mur 
Milage. But even though Baloo is convinced, he feels — to sort this out would be to make thumbnail drawings ull 
Nery unsure of himself. "Well, can't it wait till morn- — of different things he might do, They must be acting mutt 0101 


ing?" he pleads, but Bagheera answers, “It's morning — symbols that are in character and are easily identified po 
Mow. ..." Baloo starts toward the sleeping Mowgli, — by the audience. Baloo is in way over his head, but he pe 
hesitates, and Bagheera has to urge him once more, is trying very hard to think of something he can say or sary mom 
ÎN., go on, Baloo.” (Continued on page 414) 

Before the animator started on this section he wrote 
down all his feelings about the situation and the char- 
actes, to clear it up in his own mind. It is easy to get 
lost in trying to do too many things when you are 
animating if you are not sure of what your main state 


ment is going to be. By writing everything down first, 
your mind becomes organized, channeled into just what 
you want to do, You can always change your mind if 
this is not working, but it does give you a start and a 
direction. 

Here is what the animator wrote:! 


There should be ai 
and a huddled fei 
ent manner. He has nervous vague 


nless feeling to Baloo’s walk, 
ig. in contrast to his normal 


artist: Frank Thomas. 


The animator searches for 
specific actions that will 
show Baloo' s inner torment 
as he tries to tell Mowgli 
he must leave the jungle. 
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do. He can pull his car, rub his arm, look around him 
for help, rub his nose or his jaw, sniff, scratch his 
neck, or roll his eyes. Any one of these is in character 
for him, but he cannot do them all. Does he move into 
this action or is he already in it at the start of the 
scene? How much movement will there be within this 
pose or attitude? How long will he rub his neck or how 
much time will it take to roll his eyes or do whatever 
action has been chosen? 

As the bear agonizes over this problem, the acting 
of the boy becomes very crucial. With no idea that the 
bear even has a problem, he is running all over the 
place, happy and unable to settle down. If the boy 
would just stand still and listen to Baloo it would be 
difficult enough, but the fact that Mowgli is so excited 
about the day they are going to spend together just 
makes Baloo's problem impossible 

Baloo instinctively realizes that their relationship is 
different from anything he has had before. They have 
trusted each other, and he is afraid that this will end it 
all. But the right words just will not come to him. 
Finally he has to use force to make Mowgli listen. He 
grabs him and blurts out what he has to say: “I've got 
to take you back to the manvillage!'" 

Mowgli at first is unbelieving. Then, heartbroken, 
he pulls away and runs off into the woods. He has 
been betrayed by the one friend he loved the most 

“These are the moments that live with an audience, 
making the film more than just a cartoon and the char- 
acters more than just drawings. They are also the 
moments that offer the greatest opportunities for mem- 
orable performances to actors, whether live or created 


on paper. None of it is possible, however, if the crew 
has failed to develop the characters to the point where 
their thoughts and their actions seem natural and believ- 
able. It cannot be achieved mechanically, or by copy- 
ing, or by wishful thinking, but only by careful build- 
up, understanding, and a love for the characters. 
‘This powerful bond between Baloo and Mowgli was 
the ingredient that held the picture together and made 
the audience care. It also enabled us to build two 
special sequences at the end that never could have 
been sustained otherwise. Mowgli's emotions when 
he believes the bear is dead would otherwise have 
been maudlin, and the bittersweet farewell, when 
lure of his own kind is greater than his love for 
friend, would never have been convincing or satisyi 
as an ending. It was Walt who asked that the boy go 
into the village through his own choice rather 
because the animals knew it was the right place ft 
him. It gave the necessary light touch to end the pi 
ture on a happy note. 
The Jungle Book was the first picture after S 
White to have the personalities and feelings of 
characters so dominant. The audience understood 
characters and identified with what each was trying 
do. Every sequence gave new opportunities to see 
facets of the personalities. And even though there: 
very little story as such, these character relati 
and interesting personalities made this the most 
cessful cartoon up to that time in our history. 


Costumes 


The value of the costume in creating a personality 

ot be overestimated. In addition to the obvious 
appeal of the color and design, the specific articles 
the character wears make him a specific individ- 
‘The animator can become excited by the possi- 
bilities for caricature and movement in the materials of 
A different kind of apparel, but, most of all, everyone 
ds stimulated by the personality traits and cartoon busi- 
now that the character is becoming so definite. 
When Charlie Chaplin first went to the Mack Sennett 
he was told to put on a comedy makeup. At 
he moment, he had no idea what he would put on. 


"However, on the way to the wardrobe 1 thought I 
would dress in baggy pants, big shoes, a cane and a 
derby hat," he said. “I wanted everything a contra- 
diction. Remembering Sennett had expected me to be 
a much older man, I added a small moustache which, 
1 reasoned, would add age without hiding my expres. 
sion. 

“I had no idea of the character, but the moment I 
was dressed, the clothes and the makeup made me feel 
the person he was. I began to know him, and by the 
time I walked on the stage he was fully born. When I 
confronted Sennett | assumed the character and strutted 
about, swinging my cane and parading before him. 
Gags and comedy ideas went racing through my mind.? 


illains are usually the most fun of all characters to 
develop, because they make everything else happen 
They are the instigators, and, as Chaplin has pointed 
out, always more colorful than the hero. They may be 
dramatic, awesome, insidious, or semicomic, but inev- 
jtably they will be rich in unusual personality traits. 
Even before we know for sure how we want them to 
look, we know the role they are to play in the story 
And are fairly sure of the effect we want them to have 
on the audience. Which brings up the big question: 
{ust how scary should our villains be? Do we gain 
entertainment by scaring anyone here? Is it a quick, 


llating scare that is soon over, or a deep, abiding 
fear? Almost any story becomes innocuous if all the 
vil is eliminated, but we do not necessarily 
Strength merely by being frightening. We try to find 
character that will hold an audie 
Audience, even if it is a chilling type of entertainment 

The tiger Shere Khan in The Jungle Book could 
have been a vicious, snarling, ill-tempered beast. The 
Scenes could have been planned so they were terrifying; 
alter all, he was out to kill the boy, and that was the 
motivation of the whole story. But Walt kept asking 


e and entertain a 


“He's not going to be the same old slavering, growl- 
ing guy like we've always done, is he?" We had not 
idecided just how to handle this villain, but now we 


The Appealing Villain 


knew he was not going to be slavering and growling. 
The story called for Shere Khan to be the “heavy” of 
the jungle. He had to be powerful, extremely compe- 
tent, and feared by everyone, But beyond that he could 
be sneaky or aggressive, scheming or direct, belliger- 
ent, unpredictable, bragging, or reserved, It depended 
‘on what worked best with our other characters, and 
what would give us the best opportunities for attitudes 
and actions in animation. As one of the crew sug- 
gested, “What if he's so confident and invincible that 
he doesn't have to prove anything to anybody? Like 
a really tough gangster who never has to shout or 
throw his weight around to show who he is- 
knows! 


everyone 
However, we wanted more class and favored 
an aristocratic, regal monarch, so we made some draw- 
ings of a tiger reminiscent of Basil Rathbone. We 
were developing a villain who had only disdain for his 
victims and who was confident to the point of being 
arrogant. This was getting better! In fact, conceit would 
be a good trait, since he had to be defeated somehow 
by our hero, or combination of heroes. Nevertheless, 
by the time we were ready to record a voice, we felt 


that the intellectual refinement inherent in a voice like 
Rathbone's would no longer be quite right. We found 
the perfect combination of traits in the voice of George 
Sanders. He was the unquestioned king of the jungle, 


Bill Peet's ea 
of Shere Khan 
ly, scheming 0 
real menace, 
pursuit of Mo 


competent, intelligent, conceited killer who never 
had to slaver, or growl! 

In 101 Dalmations, the same type of decision was 
made in determining how broad the villain could be 
without upsetting the story concept. No one ever 
doubted that Cruella deVil actually would skin those 
puppies, yet this did not keep her from being a wild, 
fascinating figure who could get laughs. In contrast, 
the queen in Snow White had to be cold, ruthless, 
mean, and dramatic. Nothing would be gained by de- 
veloping her personality any further or by letting the 
audience discover her weaknesses. Like a Shakespear- 
ean monarch, she had to be regal and beyond the reach 
of common people. The whole illusion would have 
been destroyed if she had slipped on the stairs as she 
swept down to her dungeon. 

Captain Hook in Peter Pan, on the other hand, was 
his most entertaining when he lost all dignity and con- 
trol, as he tried to get away from the crocodile. Yet 
this never weakened his relationship to Peter Pan, as 
cither menace or adversary. Admittedly, Peter Pan 
was intrinsically invincible, and any foe was fore- 
doomed to failure, so there was little point in restricting 
‘ourselves to personalities who were only threatening 
or villainous, 


It is easy to see how a comic villain can be funny, 
and a dramatic one thrilling, but a more difficult chal- 
lenge arises when the villainous character is someho 
visually disturbing. In addition to the normal problem 
of making him or her convincing and theatrically sound, 
there is the increased burden of designing the app 
ance in a way not only acceptable but appealing. Wi 
out appeal, no one will respond enough to becom 
involved with either the character or the story. Wil 
some creatures, this seems impossible. What if hei 
supposed to be revolting? Fearsome? Loathson 
What if he is a snake? Is it possible to make him 
appealing? 

In the following pages we trace the development 
two villains who started out physically handi 
yet they grew to be among our most memorable (a 
lovable?) characters, This was accomplished by 
bining the elements and principles we have discussed 
story, character development, expressions, acting, 
emotions. There were dark days of doubt, and m 
disappointments than need be mentioned, but even 
ally a way was found to make them appealing, 1 
creative mind always will find a way to do the m 
impossible assignments, given the opportunity an 
stimulation. 


Kaa 


‘There is definitely something very disturbing and 
ting about seeing a snake. When the studio 
Living Desert with engrossing scenes of the sid 
rattlesnake at work, an exhibitor in the east 
release the picture. He claimed that every 

the audience would leave the theater so fast i 
would be out of business. Snakes may be 
creatures, but it is hard to love them or bui 
‘empathy for them. Bill Peet, one of our better 
had tried to sell Walt on a story with a snake 
character for a propaganda film during the wa 
even Walt had shied away from the idea, 
Few artists had ever attempted to do a 
animation, for how can you get any acting 
ture that has no shoulders, arms, or hands? Of 
there had been token snakes in a film like Noal 
and there was a small sequence in Birds 
made in 1933, where a sly, capricious snake 
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plure a small bird that had been pecking at his rat- 
Es. This gave a flutter of excitement to the film and a 
duple of quick gags that proved this particular bird 
bright and quick and a potential hero, but the 
got no raves from anybody. 

‘When the decision was made to do The Jungle Book, 
{vas obvious that the great snake Kaa should be one 
of the characters in the film, even though we had 
timinated many sections of the original narrative. 
hen the story work was begun, it was believed that 
‘main potential for animation lay in the relationship 
af the boy Mowgli to the animals of the jungle. A 


snake would establish the variety of dangers that lurk 
in the forest and enrich the picture with an exotic 
character, while showing that none of the animals had 
any respect or concern for the boy and that he had no 
friends to help him. Only Bagheera, the black panther, 
felt a responsibility to see Mowgli safely out of the 
jungle, and early in their journey the two had been 
forced to climb a tree to avoid the mad charges of a 
nearsighted rhino. Mowgli, laughing at the ineptness 
of the beast below, failed to notice anything strange 
about the vine upon which he was sitting. Bill Peet's 
script continues: 


It is a giant python and while they've been talking, 
the big snake has quietly arranged a few of his large 
coils around the boy until he is wrapped like a mum- 
my, and Kaa is about to put on the big squeeze 
when the panther spots him. **Hold it, Kaa! Hold 
it!" And the python hesitates, “A friend of yours?” 
he asks politely. “Indeed no," replies Bagheera, 
*merely trying to save you from a very long case of 
indigestion. This miserable mancub is so spoiled he 
wouldn't be a fit meal for even Ishtar the buzzard.” 
‘The python studies the boy with his hypnotic beady 
eyes for a moment, then draws back in disgust, 
“Ugh! I see what you mean!"' and he makes a sour 
face. "'I'Il take toads and lizards any day," and he 
glides away, his endless body circling down the tree 
trunk to finally disappear in the dense growth far 
below. 


‘The first story meeting brought out many new ideas, 
Walt felt there should be something more between the 
snake and the panther. He sensed that this unusual 
combination of characters offered more than we were 
getting, and he kept digging for more of a situation, 
"How about Bagheera hitting Kaa to stop him from 
eating the boy—what would that do?" Would Kaa 
resent it and start after the panther? One animal has 
attacked the other in defense of a small boy, and as a 
result becomes the potential victim himself. Does that 
not give us a real situation? 

The best idea to come out of the meeting was that 
when Kaa was hit by the panther he would release his 
hold on Mowgli, who would then begin pushing the 
heavy body of the snake out of the tree while the head, 
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several feet away, was busily en; 


ged in hypnotizing 


Bagheera. It was not an act of heroism to save Bagheera 
but an innocent act of selfish defiance; however, it 
worked very well, saving the panther from certain 
death and crippling the snake temporarily. That way, 
Mowgli would become confident, the panther frustrat- 


ed, and Kaa completely humiliated. All three charac 


ters had definite business, clear motivations, and strong 


attitudes. We hoped the audience would be intrigued 
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with these characters and wonder what they would do 


next 


r, had 
the snake drop into the scene, unnoticed by Bagheera, 
look the boy over with considerable relish, and pro- 


The revised storyboards, several meetings la 


ceed to wrap him up for dining. When Bagheera saw 
what was happening, he hit Kaa full on the wide-open 


mouth, ca 


sing him to release the boy. Kaa’s indigi 


nant response was, “Ooh, how dare you, Bagheera 
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‘you should never have done that!" and he started clos- 
ing in on his adversary with hypnotic eyes. As Bagheera 
tried to keep from looking into those eyes, Mowgli 
pushed the snake off the limb, and the fall nearly 
snapped Kaa's head off. He landed in such a tangled 
mess of coils that he was unable to straighten himself 
out and had to crawl away with his whole body just 
‘one huge knot. A storyman suggested the line, “*O-0- 
-0-0h, my crawler's broken!" We laughed, but did 
‘not accept it, 

Bill Peet's story sketches of Kaa showed a big, 


‘ple feel about reptiles, but he was still very much a 
‘eal snake. Obviously, he had to be, or the story would 
fall apart. The audience had to believe that Kaa really 
‘would cat the boy unless something happened to stop 
him. Still, if we did our best to present a real snake at 
is point, we would get little more than shudders 
a disturbed audience. The story situation would 
heno stronger, and it certainly would not be any more 
taining, We started wondering just how far we 
1o go to prove that Kaa was real, and that line of 
inking led us to the big question, ‘What is enter- 
ing about a snake? We could not think of much. 
While the story work continued to search for stronger 
ter relationships, the rest of us started studying 
makes and tried different ways of drawing them. From 
viewing our film of pythons, it was apparent that there 
several objectionable features of a snake: (1) the 
that is an extension of the body in one long 
t (2) the beady, unblinking eyes; (3) the slithering 


mas we gave him large eyes, even silly Ping-Pong 
leyes, we eliminated the beady look, and also gained 
attitude that made him more interesting. Eyelids 
ive him a whole gamut of expressions unknown to 
guar snakes, but one animator insisted we were giv- 
ig up too much of the real snake at this point. Kaa 
uld not have eyelids, and always should maintain 
glassy stare so distinctly reptilian, But the impor- 
of expressions for his personality won out, and 
eyelids came back. 
The slithering movement became a matter of judg- 


‘ment on each individual scene; we tried to put over the 
business necessary to the scene, but in the least objec- 
tionable way. It would be wrong to give up the slither- 
ing completely, we all agreed. We also kept the darting 
tongue, since it did not seem to bother anyone once 
these other characteristics had been changed, There 
was even a small gag built around it. Kaa, in looking 
‘over the boy, seemed to express glee with his darting 
tongue. Mowgli, seeing this, stuck his tongue out at 
the snake to show his own feelings about this intruder. 
The final feature we emphasized was the big, blunt 
nose. For some reason, people and cartoon characters 
are never considered to be mean or really sinister if 
they have big noses. Comedians have big noses. 
Real snakes do not have teeth and gums like a bear 
or a cat or a man. Some have teeth, but these are quite 
different from those of mammals, since they are not 
designed for chewing or tearing the food. The struc- 
ture of the inside of the mouth is unique to reptiles, 
and the color of the flesh is apt to be a silky white, The 
Jaw is hinged differently, too, which would make a 
difference in the way a snake would talk—if he could 
talk. However, we decided to treat the jaw like a nor- 
mal cartoon jaw, the kind we knew how to handle 
when we were trying to draw convincing dialogue, but 
we wanted the inside of the mouth to be reptilian, That 
meant more study and more effort, but we felt the 
results would give strength to our character. 
Somehow we failed to notify the color model peo- 
ple of our brilliant decisions regarding Kaa's mouth, 
so we felt completely betrayed when they suggested 
the pretty, pink mouth they put on all cartoon charac- 
ters. We screamed that there never had been a python 
with a pink mouth. They asked why we had not said 
something before if it was so important, and then there 
were some accusations back and forth. Someone criti- 
cized the lack of communication between departments, 
and this was followed by the usual comments about 
animators who think they know everything. "What's 
the big deal with the mouth? Show them some of our 
real problems!" Eventually Kaa ended up with a 
slightly tinted, ivory-colored mouth, and a studio party 
at the completion of the picture, once again, smoothed 
the ruffled relations between at least two departments, 
Some people wonder why we go to such lengths to 
keep something of the real animal in our presentation. 


There is certainly a temptation to forego the study and 
effort needed to incorporate the animal's anatomy and 
movements into our drawings. But if we were to throw 
out this special effort, we would soon have all the 
animals looking alike, and none of them looking like 
much of anything. As one animator said, "Why do 
you try to make any drawing good? You do it because 
it looks better!” 

While the changes we had made in the neck and 
eyes had rid us of the most objectionable features of a 
snake, we were tampering with the type of presenta- 
tion that would make Kaa believable, Was he begin- 
ning to look too silly? Were we losing our menace? 
Had we given up so much of the actual snake that we 
no longer had the conviction the story needed? We felt 
the repulsive quality had been successfully eliminated, 
but he was far from appealing, and possibly too weak 
in appearance to put over the story points. We decided 
it was time to search for a voice, since the right contri- 
bution from an actor could give the needed direction to 


further refinements in our drawings. 


We had dialogue written that seemed right for our 
particular snake, but there was still a wide range of 
interpretation possible when we began testing, As we 
explained the story situation to the voice talents, it 
became evident that Kaa was still rather ordinary and 
‘obvious. He had no personality quirks that made him 
unique or interesting, no mannerisms or ways of think- 
ing that made him distinctive. Each actor would search 
1o find some special quality, but for the most part all 
we got were a variety of hisses—sinister hisses, seduc- 
tive hisses, hypnotic hisses, compelling hisses, Some 
asked if Kaa were a man or a woman, was he or she 
mean, conceited, playful, vindictive, autocratic? He 
could be any, or all, of these things without changing 
a line of dialogue or the appearance of a drawing. But 
none of these traits alone was entertaining enough, nor 
did any of them stimulate the animators to see exprese 
sions and attitudes for the character. 

After eight attempts in different directions, it was 
Sterling Holloway who finally came up with the pro~ 
vocative voice and attitude that sparked us all, He not 


only gave a reading that was the character, he was able 
to suggest lines that would fit better with this evolving 
a tell the boy to 
goto sleep, Si rested, in a sing-songy voice. 
"Yes-s-s, mancub, go to s-s-sleep!"” which led into 
his hypnotic stare. When Bagheera hit him in the 
mouth, instead of “Ooh, how dare you, Bagheera!"" it 
became, "Ooh, my s-s-sinus-s-es-s-s!"" followed by, 


personality. When Kaa hears B: 


g Su 


“You have jus-s-st made a s-s-serious-s-s mis-s-stake 
my friend, a very s-s-stupid mis-s-stake. Suddenly 
Kaa was alive! We could see him clearly, and he was 
funny, He was menacing enough, but he was also a liv- 
ing, breathing, entertaining creature. We could animate 
this guy! Everyone started suggesting lines that would 
fit, As Kaa backs Bagheera down the branch he says. 
"Look me in the eye when I'm s-s-speaking to you!" 
Ralph Wr 
the panther was squinting and trying to avoid looking 
into those deadly eyes 


ht added, “Both eyes, if you please, " since 


As quickly as suggestions were made, Sterling 


was 
able to make the new words come alive by the way he 


read them. We wrote and rewrote and he made sugges. 
tions, and together we decided that this snake's weak 
ness was that he could not keep his mouth shut when 
he was ahead. Just when he had everything he wanted, 
had to overplay his hand and lose it all 
Bagheera told the boy 


“Now no more talk till morn- 


From left, writer 
Clemmons, Sterling 
way, the inspiration 
of Kaa, director Y 
Reitherman, and Sel 
Cabot, he fine voice 
fastidious Bagheera 


s voice 
t touch 
ng, and 
ue and 


ing," Kaa could not keep quiet and simply take the 
boy away. He had to brag, "He won't be here in the 
alerted Bagheera to the 
This wa 


morning!" which, of course, 


situation in time for him to take action 
for th: 


line we had been look 


would cause the 


panther to turn and see Mowgli about to be eaten. It 


not only gave us a richer character, but it solved a 
problem with the story structure. Now the whole scene 
played easily and naturally. What had begun as a bleak 
nning to be 


encounter with a minor character was be 


U RANCUE ! 


SLEEP 


more and more fun. It had seemed like such hard work 
at first, trying to build a situation and a character, and 
we were never sure if we were on the right track in the 
first place, but, finally, the doors seemed to open and 


we could now start exper 


imental animation. 


Suddenly, we had a new and unexpected problem 


The girl who brought around the paychecks each 


Thursday was deathly afraid of snakes, and absolutely 
refused to come into our rooms to deliver our checks 


as long as we had any snake drawings in the room, 


She would stand well out in the 
as she could toward the door, and then with a half 


hall, bend over as far 


push and half-toss send the fluttering check on its 
way. This girl could not be coerced into coming even 
one step farther, and she warned us, repeatedly, that 
she would never, never go to see the film when it was 


finished! We tried to explain how great the character 


was, and how she would forget he was a snake. She 
she m 


would not even listen. We had tho bea 


good test audience when we had some footage done 


but since she absolutely refused to look at it we had a 
problem 

In the meantime, we worked, trying to draw a mus. 
cular body that stubbornly kept looking like a huge 
fire hose. 


he is not. 


A snake obviously is round, and yet really 
There ht lines throughout his coils, 
but they have to come and go as he moves. And then 


are strai 


we had those spots that seemed forever to animate 
backward on the screen. Should he have larger spots 


or slower moves? The answer seemed to be partly in 


the design of the drawing, and in the way he twisted as 
he advanced, with the coils moving at different speeds. 
‘A more elaborate pattern of marking also would help, 
but that would add too much expense to the picture. 
How could we keep the design simple enough to be 
economically practical, yet detailed enough to be con- 
vincing and handsome? 

Then, one day, Danny Alguire, the assistant direc- 
tor on the sequence, told us excitedly, “Hey, I have a 
friend in town from Texas who is terrified of snakes. 
What do you say I invite her in to see part of the 
picture and not tell her there's a snake in it, and we 
can sce how she reacts. OK?" It was a mean scheme, 
but a necessary one, for we had to find out if we had 
gone too far, or if the snake should ever have been in 
the picture in the first place. 

‘The showing was arranged, and the lady from Texas 
sat through the section of the film we had prepared, 
giggling and chuckling all the way. We were standing 
by with cups of water to revive her if she fainted, 
sedatives if she became distraught, and strong arms to 
catch her if she bolted for the outside without stopping 
for doors or stairways, But none of that was needed. 
She cooed, “Oh, he wasn't a sna-ake, he was cu-u- 
ute!" We returned to our drawing boards with renewed 
enthusiasm. 

Some ideas are funnier in a still drawing than they 
are in animation. That was the case with the tangled 
coils, after Kaa had fallen out of the tree. The drawing 
of the body as one gigantic knot was always funnier 
than it would have been in animation, There was so 
little body left over with which he could move, that he 
only could look gross, instead of funny, as he tried to 
limp off; but worse, it did not give our snake the 
proper attitude to support the expression he certainly 
would have had after such an indignity. He would be 
embarrassed and infuriated, and needed an action that 
would combine ruffled dignity, anger, and pain with, 
perhaps, a certain amount of flounce. He was not 
defeated, though he was badly beaten. As we argued 
over how to play the scene and how to make the draw- 
ings, we found that the knot was gradually getting 
smaller and smaller in our thinking, as our emphasis 
shifted to the manner in which he would move. Final- 
ly, the knot was no more than a simple configuration 
on the tip of his tail, and at that point we did not have 


enough of a picture to support either the gag or the 
attitude. The animator who finally did the scene decided 
to have an elaborate flopping and dragging action, as 
if the body had been broken into many segments that 
no longer worked together.* What had started out as a 
funny single drawing had now become a funny action 
that combined unexpected movement with the spirited 
acting we needed. 

“The end result of all this effort and fun was a highly 
successful sequence, and a villain who had become an 
entertaining personality in the picture. Walt liked Kaa | 
so much that he suggested the character be brought 
again later in the story. “If you've got some good 
entertainment working for you, use it!" One story 

the snake should not be developed beyond 
small role planned originally, since it would upset the 
balance of the story. The al 
tired of him. He thought we should quit while we 
something good, and not take a chance of ruining 
Even though we had no idea at the time of how 
could possibly work in another sequence with th 
snake—without completely destroying what little 
we had—we voted to use him again. 

We went to work prying and tugging on the 
structure, rebuilding here and tearing out there, 
we had a place to bring Kaa into the story in a v 
natural way. Mowgli had run away from Baloo, an 
was roaming about the jungle disconsolately, At 
same time, his mortal enemy Shere Khan, the ti 
had heard that the mancub was around and unprotec 
What if Kaa got the boy first, hypnotized him 
dreamy song, then played with him before consumi 
the delis-s-scious mors-s-sel? 

‘The Sherman brothers, Bob and Dick, wrote 
little song called *“Trust in Me,” and everyone st 
contributing ideas on ways that Kaa could play 
Mowgli. The boy would be rigid when hypnotize 
could be tossed and turned, even made to flap his ar 
as if he were flying, or he could be a sleepwalker, 

a silly grin on his face. This led to graphic ideas o 
snake forming stairs for Mowgli to descend a 
treadmill for him to walk on endlessly. 

‘Soon we had far more material than we could 
bly use, but we reveled in this luxury. Too often 
is not enough business to support the dialogue o 
story idea, and we are all scratching our heads: 


1o think of more material, 


The song could have been 
twice as long. We had another chorus planned that 
included some of the most imaginative business, but 
the director wisely felt that we were in danger of stalling 
our picture. Once we had made our statement of what 


Kaa was doing, we should get on to the next incident; 
in this case, the introduction of the tiger. 

Shere Khan, wandering by, had heard Kaa singing a 
"'lullaby" to someone, and now he interrupted to find 
out who it might be. Kaa was in a fix. In one half of 


Walt liked the snd 
much that he wante 
brought back into th 
ture again. In this ne 
quence, Kaa final 
captured Mowgli yl 
tizing him. The storys 
men suggested a vari 
ways that the snake 
play with his victim b 
consuming him. 


‚aerısr- Frank Thomas— 
The Jungle Book. 


 Mowgli tries to avoid Kaa' s 
‘hypnotic gaze, but the snake 
forces his head around so 
their eyes will meet. The 
‘markings give form to the 
body, suggesting a power- 
ful, muscular snake with 
dimension. 


his body, up in a tree, he was holding the sleeping 
Mowgli, but down on the ground the tiger had a firm 
hold on Kaa's throat; he was not only asking embar- 
rassing questions but wanted to see what the other half 
of the body was doing. It was a great situation for Kaa 
as an actor, and a juicy one for the men who would get 
to animate it, 

We knew our character well by this time. The 
slorymen knew how to write for him; we knew how to 
draw him; and Sterling knew how to play him. He was 
a formidable villain with strength and slyness, and he 
‘was all snake. He was heavy and convincing and real, 
yet he was not straight and he was not revolting. We 
hardly remembered those days, only a few months 
back, when we were wondering, “What's entertaining 
bout a snake? 


Annist: Milt Kahi 

The Jungle Book. 
Shere Khan, the | 
tiger, wants 10 k 
Kaa has been. 
in the tree. 
young Mowgli? 


Sir Hiss 


Two pictures later we had another snake confronting 
us, but this one was of a very different kind. Partly 
because of knowledge we had gained by that time, and 
partly because Robin Hood was a much lighter story 
than The Jungle Book, we were able to handle Sir Hiss 
in a much broader fashion, making a character of him 
that simply could not have been imagined earlier. It 
had not been necessary to worry about how to make 
Kaa act when he had no arms or hands to use for 
gestures. Even with all of his expressions and activity 
Kaa had very little need for shoulders or body lin: 
guage to support his dialogue. He was a big snake, 
and though his personality was whimsical he had 
forthright manner of speaking, which fitted a snake 
physical limitations ideally 

In contrast, Sir Hiss's dialogue and attitudes c 
for shoulders and shrugs and cringing and petula 
and even though he wore a small cape where his shoul 
ders might have been, there was not the slightest 
tige of anything with which to shrug. He, somehow, 
had to do all his acting with only his rather small 
insignificant body, which was really little more 
an extremely long neck. We could never have sol 
these problems at the time we were starting on 
The feature that followed The Jungle Book 
Aristocats with the two giddy geese, Among 
things, they had been an excellent proving ground 
establishing attitudes with only a long neck ber 
the head. Hands could be simulated by wing tips, 
the shoulders were too far away to be used, 
were not many ways to show an attitude, a pose, 
even an expression, but with extreme care in the 
ing and considerable imagination in the approach 
the problem, the results were successful. Sir Hiss 
efited immensely from these experiences. 

Since Kaa had been such a popular villain, Sit 
was at first conceived as being larger and more s 
than the model finally used. A drawing had been 
of him wearing the type of hood popular in the 
enth century. He looked powerful and mean and a 
ridiculous. This concept of a counselor snake, 
actually wielded considerable influence with 
John, was accepted for some time. Here was an 
character who could get into places where he 


be seen, through small openings where no other 
could go. He could slither up to his victims 
it making a sound. Those around him were in 


who had power with the oppressor. What if he 
d what someone said? This Hiss liked the role 


artist had made another drawing of a small 
ke posed on a cushion. He was wearing a short 
€ and a silly looking hat with a purple feather 
hed on top of his head. Instead of an active, phys- 
al type of villain who would enjoy getting out and 
iching for difficult information, this sketch sug- 
sted an ineffective, bright-eyed, nonphysical type. 
6, partly because we already had Prince John and the 
as villains who were capable of real harm, Hiss 
as cast as the fop who liked the soft life and proto- 
ol, his comfort and his importance. He liked clothes 
hit suggested easy living—rather than the more aus- 
re hooded garb of the villain we first had considered, 


hn needed an un- 
could dominate, 
fiss wanted the job 
or to the king so 
he was willing 
pith the constant 
that went with 


‘This was an unexpected role for a snake, and a fresh 
character for the picture. We knew the audience would 
accept him, in spite of his reptilian heritage, as long as 
we gave him an intriguing personality, and that seemed 
like a certainty since he worked with the ‘erratic Prince 
John. Sir Hiss was the counselor, with a sense of 
Propriety and of villainy. Smarter than his prince, his 
world was the world of ideas. He was not a clown or a 
clod, as a despot's assistant usually is portrayed, but 
did his scheming in a gentle, intelligent way. He did 
not like violence. 

Prince John enjoyed his relationship to Sir Hiss, 
since it gave him the opportunity to express his feel- 
ings in a flamboyant, Shakespearean manner that few 
others would have tolerated. But Hiss's weak charac- 
ter made him a perfect audience. If the prince became 


Prince John was constantly 

humiliating his counselor. 
Story sketches of Hiss show These were some of the 
an imaginative approach to indignities suffered by Sir 
aerial observation. Hiss, 


dissatisfied with the response he was getting, he could 
always hit his counselor on top of the head, which he 
did rather often. However, the prince was all that Hiss 
had, and his position gave him an importance he could 
get in no other way. Without this, he would have been 
nothing; even with it he commanded no respect. When 
the opportunity did present itself for him to be the 


representative of the crown, no one would listen to 
him. He could become haughty, but he was always 
ineffective 

During the tournament sequence, Hiss suffered the 
indignities of being sat upon, crumpled, dangled un 
ceremoniously before Prince John, and, finally, dis- 
missed from the royal box. Later, when he saw through 
e, he felt that success was at last 


Robin Hood's disg 
Within his grasp. With this piece of news, he surely 
Would be praised and respected. He could taste the 
thrill of victory, But, as usual, the highs in his life 


were measured only in seconds. He was intercepted by 
Friar Tuck and Alan a Dale and stuffed into a wine 
barrel, 

If Hiss could have chosen his own role in the pic- 
ture, he probably would have picked the one suggested 
by that first drawing 
way we decided he was hit, beaten, criticized, accused 


for as he pl 


yed out the part the 


in every way, and suffered great indignities through 


ut the picture, Through his gentleness and persist 


ence, he did achieve a kind of pathos with humor. In 
spite of his pathetic, desolate existence, he was funny 
without trying to be funny. He never gave up; this was 
his life. The spectators had enjoyed seeing Kaa get 
Physically beaten up because of his evil intent, but 
they almost felt pity for poor Hiss when he received 
repeated abuse. 


Hiss and Kaa had one personality trait in common: 
When things were going well, they never knew when 
to stop talking. On occasions when Hiss was flattering 
Prince John, the words would pour out of him. He 
never seemed to realize that he was going too far, and 
ended up losing everything 

The interrelationships of these characters were of 
particular importance in Robin Hood, because the story 
was secondary to the characters. There was no real 
Suspense in Prince John's many attempts to catch Rob. 
in, They are showcases for the histrionics of the two 
Villainous actors who become richer and more enter- 


taining as the picture progresses. As we discovered 
new facets of their characters, we were able to write 
increasingly sharp dialogue for them. 

The perfect voice for our neurotic monarch came 
from Peter Ustinov. His feeling that Prince John was 
obsessed with the idea of being king came across in 
the way trivial ideas were delivered in such a lofty 
manner, He would relish every word and dramatize 
each thought 

Terry Thomas, who became our snake, understood 


ka 


Peter Ustinov, th 
Prince John. His 
tation of the ¢ 
helped the animat 
ture the shallow 
Prince's persona 
‘entertaining way 


The voice of Terry 
as Sir Hiss, help 
the snake from a 
lain toa funny, sy 
rascal 


but nonreptilian fashion, 


Sir Hiss just as well, and could capture the hurt feeling 
in his voice after cutting reprimands by his master. 
Drawings immediately came to mind—of this counse- 
lor sulking with a petulant expression. Perhaps the 
best thing Terry did was to fortify that nervous, incf- 
fective quality that we wanted for contrast to the unpre- 
dictable prince. 

The subtler shadings of this snake's personality were 
based on real experience. Occasionally, over the years, 
there had been men at the studio who in their determi- 
nation to please Walt did a fair amount of bowing and 
scraping. In spite of our annoyance, we had to laugh 
at them, Suddenly there was a place to use these ob- 
servations as our cartoon character matched the real- 
ity of human actions. “Now, what was so funny about 
the way those guys did it?" With this much depth to 
his personality, Sir Hiss was a very interesting snake. 

Kaa moved and acted like a reptile, while Hiss, like 
his master, appeared to have enjoyed the soft life too 
much to have developed physically. Hiss did not slither 
in a reptilian way, but inched along or sort of crawled. 
If he was in a real hurry, as he was when Prince John 
was chasing him with the club, he would hop along on 
the end of his tail, pulling his coils up like a skirt. We 


asimaror: Ollie Johnston— 
Robin Hood. 


Dialogue: “Another hiss 
out of you, . - uh, . uh, .. 
Hiss, and you are walking 
to Nottingham.” 

Ustinov felt that the Prince 
was self-centered and for- 
sgetful and spoke the line 
with a preoccupied hesita- 
tion. This suggested to the 
‘animator that John was so 
engrossed in preening him- 
self that he had difficulty 
remembering Hiss's name, 
and was even reluctant to 
leave his image in the mir- 
ror to turn to his counselor. 


Hiss's reaction to another 
of Prince John's wild 
schemes is well summed up. 
in this bleak look. 


435 


t scenes in 
ng from this 

sketch of 
fier Prince 
hed him to 


wanted him to move in a way that was special to 
him—not like Kaa. 

We were no longer restricted by a real snake’s anat- 
omy or construction, because with this much character 
development we were caricaturing a personality more 
than a reptile. This always allows more freedom in the 
actions and movements, as long as they are in keeping 
with what the character would do. Ken Anderson had 
made a sketch of Hiss sulking in his basket, with his 
coils draped over the rim so they looked very much 


Prince John was too inse- 
cure 10 accept the blame 
when his plans went awry 
and always took out his 
Jrustrations on his counse- 
lor. 


like two arms. It gave an attitude, an imaginative touch, 
and a funny picture. 

Storymen Vance Gerry and Eric Cleworth went fur- 
ther in their thinking, coming up with all manner of 
activities based on the idea of a prehensile tail. He 
could hold his glasses, write a message, count money, 
even put the tip to his lips in a shushing action. His 
coils took the place of an arm as he cringed to ward off 
expected blows from Prince John. 

He was given teeth because it helped in the type of 


AxiMATOR- Ollie Johnston. 


Hiss had to escape the an- 
ary charges of his master 
any way he could. 


Inspirational Sketches for Robin Hood 


expressions that were needed, and the animator decided 
to have fun by using the gap in Terry’s teeth as a 
model, which gave an opening for Hiss's tongue to 
dart through. He even had hair in some cases to 
strengthen certain ideas. Whatever fit the situation and 
the personality was acceptable. What is entertaining 
about a snake? Everything! 

There was one last ingredient that made this sinister 
reptile into an appealing villain. Just as important as 
all the story work and character development and rela- 
tionships and acting was the feeling the animator had 
for this character. His understanding and affection 
imbued the little snake with a special quality that went 
beyond his personality. As the artist reflected back on 
the challenges of this assignment, he revealed these 
thoughts: 


There is a moment at the start of a picture that I call 
the animator's moment. I sit at my board staring at a 
blank piece of paper. I have a sound track and end- 
less ideas from everyone on how my characters 
should look and act, This moment is the heart and 
soul of the whole thing. I have thought a lot about 
what 1 will do with these two personalities, but 
Putting the first lines down is still kind of awesome. 
1 want to start out right. This is my chance to mold 
these characters and give them the relationship as I 
see it. I am eager to get it on film and see them 
come to life. I have thought about the expressions, 
and I know just how I want Hiss to look when he 
hears Prince John say, “Hang Friar Tuck." But 
first I have to build to that point. Now is the time to 
think of the things I have learned over the years. I 


Both dialogue and expres- 
sions required teeth in the 
‘snake's mouth. In order for 
the tongue to still have an 
‘opening, a gap was left 
between the front teeth, 
patterned after the famous 
orifice ofthe snake's voice, 
Terry Thomas. 


want to be entertaining above all. 

As I go along living with these guys over the 
years, I learn more about them, and the more I 
learn, the more exciting they are to me. 1 know 
what they like and what upsets them. They are real 
People to me—what they do comes from inside them, 
and from inside me. To me they exist, and I spend 
most of my waking hours with them. 

Thave to plan carefully so that every frame means 
something. I must make the audience feel what I 

feel. I may never have an opportunity like this again, 
It is not often that we have a sympathetic villain, 
like Hiss. This makes him a different and richer 
character. I like to think about how he feels about 
Prince John. 1 know he doesn't like him. Many 
times I think about this miserable existence we have 
forced upon Hiss and I feel sorry for him. I wonder 
if I should have Prince John hit him so hard. I also 
wonder if there isn’t something I should do so that 
he could gain a little self-respect, but then I realize 
he is what he is, and I would be weakening his 
relationship with the prince if I made him a stronger 
personality. The best I could do for him was to let 
him have his fleeting moments of happiness, those 
moments when his world was right, 

This is the part that makes animation like no other 
medium. To be able to play with the emotions of my 
characters, and know that I can make them laugh or 
cry or become very angry, is to experience animation 
at its best. It is difficult to explain the thrill I get out of 
seeing my drawings move through the changes in 
expressions and attitudes, in a way that gives them 
that mystical quality of life, * 


With neither arms to ward 
off blows nor shoulders to 
hunch up, Hiss cringes be- 
hind a loop in his body to 
protect himself from the 
Prince's angry assaults. 


16. Animating Expressions 
and Dialogue 


“After we have given the men all the suggestions we can that have to do with expressing ideas through the body, 
then we can come down to the value of the facial expression—the use of the eyes, eyebrows, the mouth—their 
relation to one another—how the eyes and the mouth have to work together (sometimes) for expression—how 
they work independently for expression at other times. In other words, then we would go into the combineduse 


of expressive features and expressive actions of the body Walt Disney 

One of our art teachers told us that the eyes in self- — Later on, as he becomes more arrogant, he lifts his 
portraits reveal how an artist feels about himself, Every chin and looks defiantly at the world. Then, as he 
Young painter stands in front of the mirror and finds — ages, he turns his head and looks with wisdom out of 


that his true personality seems to be revealed as he — the corners of his eyes," showing, as Coleridge said, 


lowers his chin and looks out from under his brows. “Common sense in an uncommon degree 


ng up have more 
litle guy with a 
i From the left, 
‘skunk in Bam- 
from Snow 
model Bash- 
snow White, later 
lashful with long 
ij and Pluto the 


lives he has shot 
tead of the moose, 
Hunt (1931). 

185 are shown in 
y cartoon symbols 
before the days 


ius warmth in The 
ickling (1931) even 
the drawings were 
iple and broad. 


‘The early Renaissance painters always had their main 
figures looking up. It is an accepted tradition for the 
innocent and the pure, but it does seem to be based on 
truth and reality. The artists at the studio have used 
this attitude repeatedly for cute characters. Somehow 
they look more wistful, more hopeful, more vulnera- 
ble. This was particularly important to Fred Moore, 
even though it was an instinctive thing with him. There 
was more appeal when the figure was drawn looking 
up at you out of the tops of the eyes. Somehow you 
cared more for the innocent, little character. 

In each of our art teacher’s examples there was an 
inner feeling the artist had about himself that caused 
him to choose the particular attitude he did. While 
these examples are all expressive ones, they are static 
‘They may represent the best that can be shown in one 


single drawing or painting, but they never can show 
anything except that one attitude, 

This brings us to the heart of what the animator or 
the actor can do. Imagine that while you are looking al 
one of these portraits, the subject gradually lowered 
his brows into a frown—paused—and then lifted on 
brow and glanced to the side. You immediately would 
sense a change from one thought to another, So 
thing very important happened! Through a change of 
expression the thought process was shown. Since the 
first discovery of this principle back on the early 
Mickeys, the animator has found it to be his best meth 
od of showing his character's thoughts and feelings, 

In those days there had been little need for any 
expressions beyond the crude portrayal of emotion 
suggested by the situations, A character was happy 0 
he was sad; he was frightened or he was mad; he 
worried or he was cocky—and it often was dificulta 
tell the differences among even those six basic 
tions, unless something like tears, or trembling kn 
or drops of perspiration were added. Then, as Walt 
acting stimulated the drawing of body attitudes, it 
discovered that there was better communication in 
whole figure than in the face alone 

By the early thirties, the staff was able to do; 
version of The Ugly Duckling that was all feeling, an 
though it was drawn simply the audience believed 
enough to enjoy the predicament of the lonely, dej 
ed, baby swan. Soon after came Playful Pluto and 
wonderful sequence of Pluto entangled with a sheetol 


flypaper. Expressions played a very important part in 
the entertainment value of those scenes, and while 
‘everyone admitted that this was only a broad cartoon 
symbol for a dog and lacked any attempt at realism, it 
was still felt that the door had been opened for even 
greater achievements in animation. 

In the next five years, everything possible was tried 
inthe way of facial expressions—some so complicated 
they looked like road maps, others so simple they 
lacked interest, Refinements brought subtlety that, in 
turn, often brought vagueness. Some expressions just 
do not seem to work well in animation; they may be 
100 obscure or too difficult to draw. In this case, the 
story situation should be checked to be sure it calls for 
a very specific attitude from the character. The artist 
also could try a simpler expression, something that 
offers more caricature. He should try it out in thumb- 
mails, turning the head around, strengthening the lines 
of the face, searching for the best and clearest way to 
stage that particular expression. Often the animator 
may think of the right expression but becomes 
couraged with it because his staging does not show 
to good advantage. Only careful experimentation will 
reveal the best method of communicating an idea. 
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Tips for staging expressions: 

(1) Resist the temptation to try to tell too much in 
one drawing. The important thing is that the drawing 
be quickly and simply read: no matter how beautifully 
it may be drawn, it should not be forced into a scene if 


it does not animate properly. Do not be afraid to dis- 
card your best drawing if it does not fit your action. It 
is the idea that is important! 

(2) Do not let the expression conflict with the dia- 
logue. Nothing can be more distracting than this. Angna 
Enters, the American mime, told her class, "The most 
obvious problem was to avoid deflecting the meaning 
of the line [of dialogue] by erratic movements. The 
way a character walks, stands, sits, listens—all reveal 
the meaning of his words. ""? This rule would apply to 
pantomime as well, where it could be equally disturbing 
to have a character make an expression that does not 
fit the personalit 

(3) The expression must be captured throughout the 
whole body as well as in the face. If the character is 
defiant, his eyes, brows, mouth, cheeks, and head 
attitude will be defiant. If any more of the figure is 
shown, it will be defiant too, with clenched fists, shoul- 


ders back, feet apart, and a belligerent thrust to all the 
related parts. Any expression will be weakened greatly 
if itis limited only to the face, and it can be completely 
nullified if the body or shoulder attitude is in any way 
contradictory 

We had learned what to draw and when to draw i 
but we still had much to learn about how to draw it 
We watched the best acting in the live action films o 
the time, but the expressions seemed to be far too sub- 
tle for us to attempt. The overacting of twenty 
earlier would have been ideal for us, but a new schoo 
of realism and fine actors had taken over Hollywood, 
Eyes blazed with anger, or burned with passion; 
snapped with jealousy, shone with happiness, twink 
with humor, sparkled with enchantment, darkened 
suspicion, or were aglow with love. Some seemed o 
drill right through you. None of these eye expressions 
could be drawn no matter how we tried. We looked al 
our drawings of Mickey and Donald and Pluto 
thought, “There's got to be another way." 
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As we always did when confronted with a new prob 
lem, we went to the real thing: the face, the eyes, and 
We the brows, and tried to find out what made them 


The studying of photographs of real eyes revealed a 
obvious fact that was startling in its importance 
us—the eye changes shape! We knew that the lid o 
half-close the eye, but there were other forces pi 

up from below and tightening at the corners, causi 


Benn ft he m. J| ey ee m | pa 
Al Be 
ao = 


$ 


the eye to assume quite different shapes, from one 
expression to the next. 

When an actor has to portray a robot or a sleep- 
walker, the first thing he does is to fix his eyes in a 
stare, a lifeless gaze with no movement. If he wants to 
portray an exuberance for living, the actor changes 
expressions constantly with darting looks, happy looks, 
and quick looks. Dancing eyes and sparkling eyes have 
| à great deal of movement, ranging from wide with 

excitement to crinkled in laughter. The animated char- 

acter somehow has to capture these same elements. If 
the eyes remain constant throughout a scene, the char- 
acter will be consistent and look like the model sheet, 
but he also will look like a doll with painted eyes. This 
quality was used purposely in Pinocchio, first when 
the puppet was lifeless, and later when he was dancing 
with the marionettes in Stromboli's show. The eyes 
presented an interesting problem since Pinocchio was 
Still a wooden puppet even though he had been brought 
tolife, and part of the device that made him puppetlike 
was to keep his eyes as constant as possible, giving 
him a wide, innocent stare. Now he was working with 
real puppets whose eyes were only paint, and there 
was a fine line to be drawn between the lifeless and the 
living, while keeping both as puppets. 
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When Drawing Eyes... . 


The eyes are the most important part of 
an expression and must be drawn with 
extreme care. Any jitter or false move on 
an inbetween destroys both communication 
and believability. 


Position ofthe Pupil Within the Eye. 


1. When there is 100 little 
of the pupil showing, it will 
be difficult to make a strong 
statement of either the ex- 
Pression or the direction in 
which the character is 
looking. 


2. This pupil is clear and 
definite for a look to the 
side, 


3. As the pupil moves 
away from the rim of the 
eye, the direction of the 
look changes. 


4. As more and more white 
surrounds the pupil, there 
is an increased feeling of 
excitement and intensity. 


5. White all around the pu- 
pil gives a vagueness to the 
‘expression and makes the 
direction of the look un- 
certain, 


6. A smaller than normal 
pupil gives a dazed look, a 
withdrawal from reality or 
lack of vision 


7. This cartoon symbol for 
a drunk or knocked-out 
character was used exten- 
sively in the early films, but 
generally was abandoned 
by the mid-thirties. A stock 
symbol can be useful, but 
always will destroy any 
feeling of realism 
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The rising eyelids fortify the look, the change of direction empha- 
sizes it, and the blink stages it by not only increasing the amount of 
the move, but by shutting out the white of the eye briefly, then adding 
it back on successive drawings. Blinks are good on any shift of eye 
direction as they call attention to the change, as well as allow the 
animator 10 make the expression stronger. 
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This placed a special burden on the clean-up man 
and inbetweener, who had been taught to emphasize 
the changing shapes of the eye to strengthen the feel- 
ing of life. Now, with less movement in those changes, 
there was an increased chance for wiggles and jitters 
on the screen, and the drawings had to be done very 
carefully, and thoughtfully, to keep them working 
‘smoothly. An inbetween out of place or poorly drawn 
may get by on an arm or a leg, but never on an eye. As 
Walt had said, the audience watches the eyes, and this 
is where the time and money must be spent if the 
character is to act convincingly. 

For Disney cartoon characters, the basic shape cho- 
sen for the eye was the early formula of a circle. This is 
not the only way to draw an eye, but this shape has 
given us maximum expression. Walt would keep prod- 
ding us to come up with more realism, but we always 
came back to the circle. We have refined it but never 
found a better shape. Many artists tire of the old, 
und eye and want a more decorative design for some 
Pictures, but often they lose more than they gain. Since 
the eye is the most eloquent tool of communication, 
added strengths must be provided in other areas to 
make up for any loss here, or the character is apt to 
end up with a lifeless, uninteresting personality that 
the audience never can quite believe. It is up to the 
Animator to be sure he has not been lured into design- 
ing a tiny eye or one that cannot give the necessary 
expressions. 

Mickey's eyes were a special problem. They had 
started as black pupils in large eyes that looked more 
like goggles than an eye shape. Since the whole figure 
‘was stock cartoon formula for the time, the eyes worked 
well, but when the animator started making the head 
bigger and rounder, and elevating the rims of the eyes 
lo the status of eyebrows, a strange condition arose. 
The pupils were now considered to be the whole eye, a 
solid, black eye like that on a doll. It was cute and 
made a great design, but it created an almost impossi- 
ble job for the animator who was trying to draw a look 
in any direction other than straight out in front. 

Eyes wandering around the face tended to produce a 
queasy effect on the audience, so the animator had to 
curtail his attempts to make Mickey have that added 
touch of life. In most cases the restrictions were han- 
led so adroitly that the audience never noticed, but 


The earliest Mickey ap- 
eared 10 be wearing huge 
goggles with black pupils. 


His head had to be raised 
10 make him look up. 


It was difficult to roll his 
eyes to the side and main- 
tain a pleasing expression. 
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there were still times when the animator needed to roll 
Mickey's eyes in a special look without having to 
move his head. These restrictions were too limiting. 
What if Bashful had been drawn with a solid eye that 
had no pupil—or Dumbo? There would have been no 
way to get sparkle, excitement, and life—all of the 
variety needed. 

So eventually Mickey's eyes were changed and 
pupils were added, opening up new acting possibilities. 
He could now look innocent or embarrassed out of the 
top of his eyes—or he could glance to the side without 
the expression falling apart, 

‘On Winnie the Pooh, we had less of a problem than 
we had with Mickey, because he was a stuffed toy and 
was not expected to have eyes that wandered on his 
face. It seemed appropriate for him to turn his head in 
the direction of his “looks,” and this actually gave 
him a less sophisticated feeling that was more in keep- 
ing with a “bear of very little brain." With this type 
of acting, we always could keep the eyes in a close 
relationship with the rest of the elements that gave 
expression. As the mouth and the cheeks animated, 
the shape of the little button eyes would be affected, 
and they would squash and stretch the amount needed 
to keep the particular action alive. Though many 


subtleties had to be given up, the audience had no 
trouble in following how Pooh was feeling. 
Piglet was more of a problem since he had the barest_ 
rudiments of a face. With only dots for eyes there was 
nothing to draw except the crudest expressions. We 
had to concentrate the acting in body attitudes and 
hand and head gestures to compensate for this loss, 
Occasionally a question is raised whether bution 
eyes should blink at all since there is so much charmin 
keeping the realism of the doll. Some artists fee! they 
are losing their basic design if they alter the shape in 
any way, but they are throwing away their best symb 
of life with this limitation, Ken Anderson expressed i 
well, “This creature has magically been imbued wil 
life, and part of life is the ability to blink the eyes and 
get expressions. It has to pick up these accompli 
ments or else it would only be getting half-life. 
Compared to Mickey or the dwarfs, the Bambi 
appear to be very realistic. They are caricatures 
real deer's eyes rather than being cartoon eyes. 
had the suggestion of a tear duct and had a care 
drawn upper eyelid with a thickness to it that fito 
the eyeball. The pupil with the dark center and 
highlight made the eye the most detailed we had ev 
drawn. Most audiences: would have been hard press 


lo ell that a real deer's eye was any different. In spite 
of all this detail, or disguise, it was still basically the 
cartoon formula, just more refined. We could not have 
squashed it so successfully otherwise. 

In 101 Dalmatians, Pongo's eyes had the dark cen- 
fer with a colored iris only in special closeups. There 
was no detail like the tear duct, but we did carry a 
Carefully drawn upper lid that helped fit the eye on the 
head. Our problem on this character as well as on 
Bambi was not in animating the eye itself, but in trying 
lo relate it to the other features that had to affect it for 
expressions, 
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To achieve dimension in 
this extreme close-up of 
Maid Marian in Robin 
Hood, we used a shadow 
effect that set the pupil back 
under the lid. 
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Eye Blinks 


Blinks may at first seem like the more mechanical side 
of animation, but they do many things to keep a char 
acter alive. If there is an intensity in a look that dogs 
not allow changing the shape of the eye itself, a bli 
will keep it from going dead. If the eye starts to look 
like a tennis ball or has the lifeless stare of a doll the 
blink will make it real again 


In blinks there should be a feeling of flesh and thickness to 
the eyelids. Where there is only one inbetween, “slow our 
ofeach extreme (see chart). If the inbetween is drawn in the 
middle, there will be more pictures on the screen of a half 
pen eye than of either extreme position. 
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Inberweens should animate smoothly and not change angle 
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Blinks of disbelief, puzzlement, or wonder usually are shown 
With a slight squint. In the closed eye, the top and bottom lid 
meet across the center of the pupil 
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Inthe flutter blink of a stunned or half-conscious look, the 
Inberweens are done as indicated in the chart at the left and 
then exposed in the stagger timing shown on the exposure 
chart, Only the white of the eye—not the pupil—is exposed 
as the lid gradually opens. 


Blinks are a useful device to ease the shock of going 
into a held drawing. There is always a visual jar when 
the drawing suddenly stops moving, and the illusion 
of roundness and dimension quickly fades as it is held 
immovable. In most cases, 2 feet 8 frames (less than 2 
seconds) is the maximum time a drawing can remain 
on the screen without movement. However, the sim- 
ple addition of a blink during the hold recaptures the 
living quality, keeping the spectators from realizing it 
is only a drawing after all 

Blinks will make a big visual change just by the 
color alone, especially if the pupil is enclosed in a 
white eye. The dramatic change from light to dark 
eyelid to light again can be very startling and un- 
doubtedly will attract the audience's gaze. The eye, 
the lid, and the blink must be carefully drawn and 
timed to convey the precise attitude of the character 
when they have become so important. 


The Face 


We have found over the years that certain relation- 
ships make an expression read. No one part of the 
expression, the eye, or any other part by itself, is 
going to communicate if the expression does not work 
as a unit. To get this unity, there must be a close 
relationship between the crucial parts. If the features 
are spread too far apart it is harder to read them and 
more difficult to make one part react to another. This 
is, of course, because most of our experience with 
expressions has been on the human face. An animal 
such as an anteater, which has its mouth so far from 
the eye, is a tougher problem than one whose features 
relate in a pattern closer to a human's. If the line of the 
mouth has a close relationship with the eye, it can 
push the cheeks up against the bottom eyelid in a smile, 
thereby relating all the key parts of the face. 


The animator must be very aware that he is working 
‘with forms—not lines. The mouth, the cheek, the lids, 
the eyeball, the nose, the forehead, the brows are all 
made up of cartoon flesh that is being moved about 
With a definite plan. The cheek must be regarded as a 
Solid mass that retains a certain volume whether it is 
stretched to accommodate a wide-open mouth or pushed 
into a new shape by pressure from the comer of a 
closed mouth. In an extreme smile, the cheek even 
may be forced across the bottom part of the eyeball 
itself. Now everything is squeezed up together. 
When the smile is relaxed, these forms all will sepa- 
rate, This gives dimension to the forms as they change 
inrelationship to each other, squashing up or stretching 
ut—and it is the use of this fundamental principle 
that gives life to the face. As the cheeks drop away 
from the eyes, the nose will drop slightly, the mouth 
Will make a larger move, and the whole head will 
elongate vertically to help accentuate the change 
When the brows are raised high and the eyes are 
Wide open on a character like Mr. Smee in Peter Pan, 
(Wr one of the dwarfs, there will be wrinkles above the 
ows. In the normal position, the forehead may be 
s the space between the brows and the cap. Now, 
forehead being pushed up and squashed by the 
ows will be full of wrinkles that may even extend up 
t the edge of the cap. Still, this is not nearly as 
ong as Norm Ferguson's early drawing of Pluto 
With the brows sticking up above the head circle. If 
nee were to go into a frown from this position, he 
obably would have a move forward and downward 


tion of the brows, for they define the expression that 
st be seen 

As the brows descend, the flesh that has piled up 
hind them flattens out. When they contact the circle 
the eye, they begin to push it down and change its 
pe. As the frown becomes more intense the pupils 
be partially covered by these rolls of flesh, There 
‘A thickness to these brows, more refined now than 
ihe roll of flesh on Pluto, but still representing the 
Sime principle. 

takes more than mere lines gliding back and forth 
he face to register emotions—the face must seem 
ke flesh—and the movement must be timed to have 
Be feeling of weight. Naturally, in a take the expres- 


These crocodiles from The 
Rescuers had no dialogue, 
‘and few of their expressions 
demanded complete distor- 
tion of the reptilian shapes. 
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sion change can be as fast as the animator wants 

make it; certainly Bill Tytla made lightning chan 
AR with Stromboli in dialogue. But in each case 
is a reaction afterward—a settling or follow thro 
otherwise the flesh will lack weight and not be a 
vincing. 

The expression changes on Walt's face were pati 
ularly stimulating as he described something fo 
His acting showed the basic humor in the sit 
but the activity in his face inspired every ani 
His brows would rise high in one attitude, then 
denly plunge down into a deep frown, with the ch 
pushing against the eye, giving an intense, pier 
quality to his look. Then one brow would shoot upi 

flowing shape across his forehead. This was 
rd squash and stretch used at its best to cor 
sleepy look. with an audience. 


arrest: Fred Moore— 
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On each drawing of Sleepy, 
one eye is open wider than. 
the other or one cheek is 
squashed more than the 
other, to give life 10 the 


Dialogue 


When dialogue was added to the stories, animators 
suddenly were faced with a whole new problem, What 
does the character do while he is talking? There had 
teen single words and exclamations and short phrases 
before, but now the speeches were longer and de- 
manded some kind of acting. Walt previously had 
Created a mood with music or imaginative use of effects 
or occasional pantomime; now he was unsure of the 
pe of acting a cartoon character would use to support 
and fortify the lines he was saying. As long as the 
dialogue only sprang from embarrassment in front of 
Minnie, or from a boy scolding his dog for doing 
Something stupid, Walt knew how the character 
should look and act, but as soon as the words became 
part of the story the animators were expected to find 
the solution. 

"Hi, Minnie" and “Watch out!" had been done 
with only the mouth opening and closing, but when a 
Pig had to say, *. . . I'll be safe and you'll be sorry 
When the wolf comes to your door,” flapping the lower 
lip (there were very few lower jaws at that time) did 
‘not do the job. The animators tried nodding the head 
up and down, but still there was no feeling that the 
voice was coming from the character. Something had 
10 be found that would give the impression the charac- 
fer was saying the line. The animators searched for key 
Words that seemed to be said with more emphasis than 
the others and then put in an accent, a gesture, a bounce, 


or a dip at that point, There was very little attempt to 
choose the most appropriate action while everyone 
was so desperate about getting anything to work. 

In many pictures the character sang the lines. No 
One remembers whether this was an attempt to make 
necessary exposition more palatable or whether it was. 
just a way to avoid bad, amateurish acting during a 
long speech. Walt felt that a singer with a pleasant 
voice established an immediate rapport with the audi- 
ence, “If you like his voice, you like him.” (After 
one unsuccessful meeting, John Hench quipped, “I'm 
gonna start taking voice lessons!"") But, actually, it 
was one way of drawing viewers into the film with a 
Positive attitude right from the start. There were many 
scenes of questionable acting that were carried by an 
appealing voice. 

If the character had no reason to sing, he would 
speak his lines in rhyme, which was not as easy for the 
animator as the singing, but this was better than realistic 
acting. In Santa's Workshop the clerk tells Santa that 
“Willy Brown for seven years / hasn't washed behind 
his ears." Both the drawing and the action were crude 
but the combination was successful in the theater, Even 
if the character did not quite look as if he were doing 
the talking, the spectators were not too critical because 
they were enjoying what they were doing. 

The big problem was to find a way to accent the 
dialogue, or to match the accents already there in the 
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delivery. These were marked on the exposure sheet, 
so the animator knew where they came. He had a copy 
of the track and could listen to the lines over and 
over, but for him to capture the same feelings in his 
drawings and timing was a real problem. Heads wob- 
bled from side to side, hands were placed on hips, 
arms were folded—but by far the most popular solu- 
tion was to have the index finger point either up in the 
air or at another character. It was not really acting, but 
it was an easy way to get the necessary accents to 
match the feeling of the dialogue 

Some animators varied this a little by using a 
clenched fist instead of a finger exended, but it was 
still the arm accenting the words, and, usually, every 
word that was said. Walt inadvertently curtailed that 
approach by planning stories that demanded a more 


convincing type of acting—not all the way throug 
but in key spots. The Flying Mouse, released in I 
showed a new concept of a cartoon character sayi 
line of dialogue, and while the animator saw it or 
a tougher variation of the same old problem, it 
actually another step forward. The whole story 
built on the feelings of the characters and the di 
that occurred as the situations developed. The ch 
ters were thinking, and making decisions, andre 
new emotions, and, most of all, interacting 
characters in the story. The pointing finger wa 
limited for this kind of acting. 

The following year brought a success and adi 
The Tortoise and the Hare contained the sh 


acter development, the clearest personality expres 
and the best sync with dialogue yet achieved. I 


trast, The Golden Touch failed all the way around 
Everyone was puzzled. What went wrong? Why did it 
not work? Everything done had worked before: singing 
some lines, speaking in thyme, pointing a finger for 
accents, wobbling the head on the dialogue. It had 
been a wonderful acting opportunity, too, for this King 
Midas was no miserly monarch, mean and thin, a 
skinflint hoarding his gold and hating the world. He 
was a happy man and enjoyed his wealth and his life. 


He loved his flowers and his fountain and his food 
almost as much as his gold 

‘Then after getting his wish that everything he touched 
would turn to gold, he gradually realized that he was 
losing everything he loved and was faced with starva- 
tion and a slow death. What a situation for an actor: 
the thought processes, the concern, the despair, the 
mounting panic. There was a wealth of possibilities, 
but somehow the cartoon did not come off. More was 


needed than mere gestures, happy smiles, worried 
looks, and a king running around the courtyard for the 
audience to relate to the character. 

That was 1935 and work already was starting on 
Snow White, a picture that demanded far more in con- 
vincing characterization and believable acting than any- 
thing done before. Both the tortoise and the hare had 
been broad comic characters shown in strong situa- 
tions that had insured their success, but The Golden 
Touch was more like the feature being started. How 
could Snow White be successful if King Midas could 
not be made convincing? There would be no problem 
with the dwarfs, stumbling around, bumping into each 
other as they try to discover who is in their house, and 
only minor problems with the queen consulting her 
mirror, since that could be carried with the strong 
dramatics of the situation. But the dwarfs arguing about 
Whether the young girl should stay and where she 
should sleep and, especially, crying sincerely when 
they think she is dead—how could we ever succeed in 
making the audience believe? 

As the animators studied the problem, they began to 
see that meaningless, unrelated movements of chara 
ters during dialogue destroyed what little person: 
they may have attained in earlier scenes. They already 
knew that a mouth flopping about like that of a ven- 
triloquist's dummy lacked conviction and a head bob- 
bing back and forth did nothing to develop the char- 
acter. They also realized that too much movement on 
the character made it impossible for the audience to 
see the expression on his face. In looking back at 
scenes that had been successful before, the animators 
got the idea of phrasing the action in terms of the 
Phrases of dialogue. When the fairy in The Flying 
Mouse had said, “Brave little mouse, you've been 
kind to me, I'll grant one wish, what shall it be?" the 


animator had used a different body attitude on each 
phrase with appropriate gestures. There had been a 
slight pause at the end of each phrase, which gave a 
chance to display the expression while the body was 
quiet. The next phrase had a new attitude with a new 
gesture, and perhaps a variation of the expression, 
This simplified the whole problem of dialogue by elim- 
inating all the extraneous moves that had kept the 
character moving without meaning. 
This began to focus the animator's attention ona 
ip of attitude, gesture, and expression, and 
without realizing the advance being made, he start 
asking questions as he studied each new scene. "What 
should this character do on this ? 
Lean back? What is the point here; why is he doing 
anything in this scene? Do I want to show this silly 
grin on his face, or just put over that he is happy and. 
not worried about anything? Can I do it better ina. 
close-up or in a full-figure shot?" As he asked 
questions, he was thinking of acting and personal 
and this would soon lead to a new kind of believability 
in the animation 

Of course, phrasing a line of dialogue did not ans 
all the problems. In Pluto' s Judgment Day there 
several scenes of the cats in Pluto's dream testifying 
about all the awful things he had done to cats. 
very round cat had been chased into the path of 
Steamroller and been flattened wafer-thin. The ga 
was that on the last line of his testimony, he w 
turn sideways and walk off, showing his predicam 
and making a funny contrast to his appearance inih 
three opening lines. To aid in this visual contrast, 
carried a balloon that somehow had become ji 
thin N 
twist, and every effort had to be made to support 
illusion that he was really a very fat cat at Ihe st 

Ham Luske was given the scene, and he t 


make a sweeping gesture with his hand. But 
line, “He chased me under a steamroller . 


both of these creative minds. They thought of his run- 
ning in place, turning in fear, doing a take at an imag- 
inary steamroller, but nothing was imaginative enough, 
nor seemed to fortify the line of dialogue. Finally 
Ward suggested, "We're supposed to do something 
different aren't we? Well—how about having steam 
come out of his cars when he says ‘steamroller"?"* 
Ham thought it was just crazy enough to be worth a 
try, but when Walt saw it in the sweatbox a week later 
he stopped the film with a long, slow, "What in the 
hell was that?** To him, it kidded the character and the 
situation and lacked the sincerity he wanted in his 
pictures, Many times he would laugh at a suggestion 
or a bit of animation but still discard it because it 
destroyed the believability of the situation, and Walt 
believed in his pictures and in his men and in his 
audience and would do nothing to break that bond. 


Gradually the extraneous or arbitrary actions began 
to disappear and a type of acting was seen that seemed 
so natural and so right for the character that no one 
could question the believability. There were still some 
animators who felt they were not doing anything unless 
they had an arm waving or the head flip-flopping 
throughout the scene, but eventually they learned that 
these actions drew the audience's attention away from 
the expression and contradicted the attitude. 

The successful scenes were the ones where the ani- 
mator had felt the right expression, had understood the 
personality of his character, and knew how he would 
react to every situation in his own particular way. 
And, further, he had avoided making drawings that 
Were just drawings, but worked to capture the feeling 
of life. As Liv Ullman, the great actress, has said, “It 
is what is behind the smile that matters.” 


ANIMATOR: Ollie Johnston— 
Robin Hood. 


Dialogue: "Poppycock, fe- 
rubbish, ha 
This dialogue 
was delivered by Prince 
John with an air of bored 
‘arrogance, calling for a 
drifting type of action with 


minor head accents. The 
nearly closed eyes with the 
lids in a down curve helped 
the feeling of contempt. On 
the word, "rubbish," he 
turns away, rolling his eves 
upward in a gesture of im- 
patience. The same ex- 
pression has been carried 
throughout the scene but 
with varying degrees of in- 
tensity. The one thought 
has been, “You, Hiss, are 
stupid! 1 am clever.” 


How Do I Make It Sync? 


Even though the animators on those early pictures with 
sound made a strong accent in the drawing that matched 
the frame where the beat was marked, something 
seemed to be wrong with the sync. "I put the squash 
drawing right where you marked the X," the animator 
claimed. The director answered, “Yeah, but he seems 
to be late; I hear the sound before I see him do it." On 
the Moviola the sound head is separate from the pic- 
{ure screen, so the film with the animation was ad- 
vanced while the sound was left in the same place. At 
first it was advanced just one frame, but that did not 


help very much. Then two frames, and finally three. 
When the whole action was exposed three frames ahead 
of the actual beat, the character appeared to be moving 
exactly on the beat! Mysterious illusion! 

The word went around the animator's rooms, “Hit 
the accents three frames ahead of the beat!" No one 
knew why it should work, but somehow it did, Then 
somebody had a scene in a tempo of eights (a beat 
coming every eight frames), and when he shifted his 
action by three frames he found he actually hit the 
half-beat and got no sync at all. For a jump, a land, a 
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hit, a take, three frames nearly always gave a better 
illusion than having the extreme drawing right on the 
beat. Yet, in this case, it did not work at all, There 
seems to be no hard and fast rule on sync, whether it is 
on dialogue or a musical beat. One scene in Pinocchio 
had to be shifted a full eight frames ahead of the act 
sound before the character seemed to be saying 
line. It consisted of only two words, which might h 
been part of the problem, but no one ever has 
able to say precisely why any of this is so. The anime 
tors have become pragmatic: If it works, they do 
it does not, they experiment. The best suggestion is 
ities of shifting any action 
the sound track until it appears that the character 
matching the sound. (Of course, an honest attempt 
must be made to animate the feeling of the sound in 
the first place, or no sync ever will be possible) - 
These general rules on approaching mouth actioni 
dialogue are based on, and refined from, the pring 
that Ham Luske developed: 


1. Anticipate dialogue with head, body, o 


three to four frames ahead of the heavy modulation, 
but mouth syne should be right on the modulation, 
If itis a closed mouth, it will be on the consonant, 
and, if possible, remain closed for two frames in 
order to be seen. If you are using “twos” and the 
mouth action falls a frame ahead, that is okay. 

2, You need interesting mouth shapes that reflect 
the personality of the voice. Look for shapes that 
give you an extra touch of character and are peculiar 
to this one personality. You have a different voice 
for each character, and you should have a different 
mouth action for each voice. 

3. Try to show enough time on the important shapes 
so that the viewer will be aware that he has seen a 
picture of the word. 

4, On holds at the end of a phrase or a line of 
dialogue, try to retain a mouth expression that reflects 
the character of the last word, Do not change the 
mouth shape just because you are through with the 
word or phrase, Retain the character of the shape in 
the hold or pause with a softening action to keep it 
alive 


5. There are not too many straight inbetweens in 
dialogue. You may want to retain one mouth a little 
longer and then move quickly into the next one, or 
vice versa. Either way you will favor one extreme 
over the other—both in timing and the shapes you 
draw. 

6. If you have a word that has been stretched out 
fairly long, treat it like a moving hold. Make an 
extreme which shows the shape you want, then make 
a second one that is even stronger and “slow into” 
it. If the sound is diminishing rather than growing, 
then your second extreme will not be as strong. 
Either way, you will keep the feeling of flesh and 
life in the mouth, 

7. When using the eyes only for sync in an extreme 
closeup, start the eyes into the move at least three 
frames ahead of the accent. If it is a mushy, soft 
line, then the action does not need to lead the sound 
by more than a frame or two. If the accents are 
strong, then you may want to lead by four to five 
frames. By "lead," we mean to have the big move 
that far ahead of the heavy modulation of the word. 


8. When using a blink to help get sync, the eyes 
should close ahead of the accent by three to four 
frames 

9. If you are going to start your dialogue on a 
drifting or slow move without an anticipation, it 
helps to start this move anywhere from three to 
eight frames ahead of the accent. 

10, There are times when all your dialogue will 
have to be on "ones." When working with Brer 
Fox's voice in Song of the South, we found that the 
actor talked so fast we could not possibly hit the 
accents without animating all the dialogue on 
"ones." Some of the words were as short as two 
exposures and not many were over four. 

11, The vowel sounds, A, E, I, O, U, always will 
require some opening. O and U are actually com- 
plete word sounds at times. The actors each will 
have their own way of saying these sounds. Some 
will draw them out and some will clip them off. 
12, The consonant sounds, M, P, B, are all closed 
mouths. Keep in mind that the mood of the charac- 
ter will determine the shape of the mouth. If he is 
grinning while talking, his closed mouth will be 
wide, If he is pouting, it can be a very "'pooched- 
up” closed mouth. Say the rest of the consonants 
over to yourself, always remembering that in se- 
quence you do not hear them the way you do indi- 
vidually. But in saying them you will get a feel for 
them—where the tongue is and how much the teeth 
show on certain sounds. All these things give a 
color texture to the mouth as the sounds are made. 
Generally, the ones that have the E sound show 
teeth. T and G also can pucker like a U, and Y and 
W can go into a very small O or U shape. V and F 
are often best shown with the under lip tucked under 
the upper teeth. But listen carefully to your track 
and draw little thumbnail mouths till you have a 
series that works together and is entertaining 
13. Be sure the teeth are not painted white or they 
will flash. This can be especially annoying if the 
mouth is overarticulated. 


Other Ways of Syncing 


Because of the limitations in design imposed on us in 
many pictures, we had to find other ways besides the 


mouth to get good syne and make the lines of dialogue 
convincing. Here are some of the methods we used: 


1. Rely more on head moves. 
If the head moves are properly conceived in relation 
to the dialogue, the expression on the face and the 
mouth shapes become far less critical 

2. Character rear view, in shadow or silhouette, 
Sync will come from head and body moves as well 
as good gestures. This type of staging gives variety. 
and often makes a very dramatic scene 

3. Offstage dialogue. (Character talking is not 

shown.) 

‘The camera might be on a scenic shot, some effects 
animation, rain, a panorama, or some objects in a 
room that have a special meaning. 
4. Camera "on" a character other than the speaker. 
In showing one character listening to another ci 
acter's lines, you often expose the feelings of both 
of them at the same time—one through hi 
and the other through his reactions. This is a g 
idea to consider at any time. 


Listen to Your Track 


Careful study of the sound track will reveal two 
important things. First, the overall phrasing and tim 
ing of the line, the accents, the fast moves, dri 
moves, the pauses. And, second, the personality tout 
of the character shown in the specific way a 
is said that will be different from the way anyone el 
would do it. Neither of these things should be over 
looked, for between them they offer the key to 
the character is feeling, 

The expression chosen is illustrating the thoughts 0 
the character and nor rhe words he is saying; theref 
it will remain constant no matter how many words 
said. For each single thought, there is one key ex 
sion, and while it can change in intensity it 
change in feeling. When the character gets a ne 
thought or has a realization about something d 
the scene, he will change from one key expres 
another, with the timing of the change reflecting: 
he is thinking. 

If the thought process is a sudden realization, the 
will be a quick change. If 


aviron Frank Thomas 


Alice in Wonderland, 


Dialogue: “No, impass 
able. Nothing's impossi 


Aaron: Bill Tytla. 
Snow White. 


Dialogue: “She'll be tying 
your beards up in pink rib- 
bons and smelling you up 
with that stuff called: 
por-foom. 


Can a doorknob be ani: 
‘mated so that it appears to 
be thinking about what it is 
saying? The knob is a sim. 
ple piece of machinery, and 
had 10 be drawn with great 


Grumpy is fuming about 
the fact that the other 
dwarfs are all so eager to 
please Snow White. His 
first major expression 
change comes as he moves 
from his annoyed hunched- 
‘over attitude into, “She'll 


care, Sizes that changed or 
jiners would have been 
more noticeable in this case 
because the character is 
anchored in one place. The 
outside edge stays constant 


be tying your beards up in 
pink ribbons The 
animator has captured the 
wonderful sarcasm of the 
line as Gumpy daintily pre- 
tends to make little ribbons 
out of his beard. 

As he says, "and smell 


except for a slight move at 
the top in reaction to the 
brows lifting. The knob 
itself moves but never 
changes shape, so it retains 
its metallic quality. The 


ing you up with that stuff 
called—par foom!" he drops 
his act and goes back to 
being mad. He momentar- 
ily has trouble thinking of 
the word “parfoom” and 
puts his hand on the back 
of his head as though that 


keyhole mouth 
feeling of enum 
words very 


fits the stuff 


voice. 


would help him 
Tyıla, even with 
acting ability, 

ger point twice 
on both occasions 
like the natural 
Grumpy to do. 


Animator: Frank Thomas— Peter Pan. 


Dialogue: “Well, get on 
with it! Uh . . . continue, 
my dear.” 

A frustrated Captain Hook, 
half mad with desire for 


ous Tinker Bell the where- 
abouts of his hated adver- 
sary. 

The changes in attitude 
are what make this scene 
rich. First, there is the 


“angry frustrated look as he 
yells, "Well, get on with 
it!" Next is the sudden 
realization that he has un- 
masked his feelings, He 
quickly regains control, 
and with an insincere smile 
and an oily, sweet voice 
says, "Continue, my dear." 
The exe expressions alone, 
with the changes in shape, 
tell what Captain Hook is 
thinking. 


movement will be slower. The stepmother in Cin- 
lla, Prince John in Robin Hood, and Captain Hook 
Peter Pan were all schemers who took time to show 
ir evil thoughts. A change to a smile or a puzzled 
k may also take time because all of these thought 
sses are of a more deliberate nature; the expres- 
ion moves more gradually across the face and is likely 
to remain there longer, In pantomime, the only key the 
animator will have to the timing of these changes will 

the particular personality of his characters. With 
the addition of dialogue, much of the texture in the 
moves in his scene will come from the little nuances 
and shadings in the sound track, which will suggest 
the speed of his actions as well as how broad or 
restrained they might be. They will affect whether he 
‘moves continuously or pauses and then continues. Lis- 
ten to dialogue carefully; listen to the thoughts and 
‘deas—they are your character's. He is thinking them, 
and you must capture them. 

Perhaps there is a mannerism that will fit and add 
life. It could be a thoughtful move of the eyes, a 
special glance, the tongue moving across the lips, the 
character pulling on his chin, or pushing the hair out 
of his eyes. Any of these and other similar actions can 
become part of the expression if chosen carefully. If 
the actor doing the voice has delivered the lines as 
though he was thinking them for the first time, they 
will suggest expressions. As has been mentioned be- 
fore, it is absolutely essential that the actor give a 
spontaneous performance. If he suggests taking his 
lines home to practice, it is a good tip-off that we may 
not have the right actor. He is almost sure to give a 
polished performance instead of uttering the unusual 
litle sounds that make it possible for the animator to 
visualize expressions. 

Above all the voice must be believable and it must 
communicate, Our standard for a sincere voice speak- 
ing with spontaneity and reflecting a thought process 
was set early when Lucille LaVerne was recording the 
lines for the witch in Snow White. Bill Cottrell, story- 
man and director, was in charge of the session and 
¿said Miss LaVerne was so convincing that when she 
read from the script, “A glass of water—please!—a 

glass of water!™ the assistant director leaped to his 
‚feet and dashed out on the stage with a brimming cup 
‘before she could get to the next line. 


annist: Frank Thomas— 
Cinderella, 


artist: Ollie Johnston— 
Robin Hood 


To be believable, the step- 
mother had to be much 
straighter, and less of a 
caricature, than Prince 
John. 


AyIMATOR: Ollie Johnston—S\ 


Dialogue: Man will fly all ri 
rock!" 

Merlin's attempt to prove th 
ends in disaster, Archimedes, th 
vulsed with laughter over 
and reels back against his pere 
his body sagging to the floor as, 
cannot resist one more look 
plane, and to Merlin's ann 
him off into another fit of. 
actor, Junius Matthews, sust 
tious laugh for over twenty 
at any time letting it feel fora 


By the final scene, both 
the actor and the owl were 
completely exhausted, and 
Archimedes only could 
point feebly at Merlin and 
finally slide to the floor 
where he rolled and kicked 
and gasped for air. Merlin, 
who had bickered with the 
owl throughout the picture, 
could think of no way to 
retaliate other than to puff 
on his pipe and look very 
irritated. 


The Total Expression 


‘Trying to think of everything at once can be very 4, / 29 ; 
confusing. While worrying about the shape of the d) / 7 
mouth or syncing the action to the dialogue, it is easy (E 


to forget the attitude or the essential expression for the 
whole scene. To overcome these obstacles is the daily 
Esallenge animators must face. Another Fred Moore principle for relating the whole 


head to the facial expression. A frown compresses al ped 

AN of our rules, lists, and suggestions have come — | [jlo a tote expression. Jrown compresses all | Pinocchio, 
from trying to unify our message into one statement pe. 
that has impact. Someday, animators may be able to this beauty 


advance into the areas of hidden meanings, sly sugges- other; a conversation may be quite trivial, but often Bi 2f D 
tion, even double entendre. A quote from Alfred the eyes will reveal what a person really thinks or jie added im 
Hitchcock reminds us that there are still some exciting — feels." The violent, pe 
types of communication to be considered. "People A sequence overloaded with dialogue can become — 4l the start, 


don’t always express their inner thoughts to one an- — very disturbing to the viewer, but hopefully this can be pe rs. 
show Figaro's 
better than if 
what he was tl 


Avimaror Fi 
Bambi. 


discovered before too much of it is animated. On more 
than one occasion we have tried running a sequence 
without the dialogue track and have been surprised to 
find it played beautifully with just the right pantomime 
and the music. A key line may be needed here and 
there for explanation, but the idea of the sequence 
actually is communicated better. 

“There is nothing wrong with dialogue," T. Hee 
once said. “You and I are using it right now. Hun- 
dreds of plays have been written based entirely on it! * 
But somehow the cartoon communicates better through 
expression than words. 

If the line of dialogue does not require a strong, 
definite physical expression, it might be a warning 
that the scene should be handled differently. It should 
be reappraised both for the writing and the actor's 
delivery, and steps must be taken to improve any weak- 
ness before more time is spent. 

Many of the scenes will be entirely pantomime, 
which gives the animator a chance to build the emo- 
tions of his character in his own way. This is more 
challenging, but when done well these moments can 
be the most rewarding to the audience. This point is 
nicely illustrated by the story of a famous Greek actor 
who lost his voice on the day of a performance. He 
went on anyway, but acted only with gestures. People 
liked it so much that they said, “Don't talk any- 
Bre! 

In summing up, here are some of the rules we have 
learned over the years: 


BAS 
2. BB 


1. Show the expression change! 

a. Avoid making a fast move while changing the. 
expression. 

b. Change your expression before the move, or 
at the end, when the character is moving slow- 
ly enough for it to be seen. 

©. Do not lose the expression change in an active 
secondary action—such as a hand waving, a 
big arm action, or follow through on clothes. 

2. Avoid looking up for a frown, unless it is a sinis- 
ter, domineering one. 

3. Do not hide a smile with the head tilted down too 
far or behind a big nose or moustache. 

4. Be sure you have the right staging to show all the 
expressions in your scene to best advantage. 

5. Have you the right expression for what your 
character is thinking? Are all parts of the head 
and face related to this one idea? 

a. Do not change shapes too much all over the 
face. 

b. At times, hold down activity on the face so 
that just the mouth is moving. 

6. As we were told so many times before we leamed: 
It is the change of shape that shows the character 
is thinking. It is the thinking that gives the illu- 
sion of life. It is the life that gives meaning to 
the expression. 

Saint-Exupéry put it so beautifully in his classic 

line, “It’s not the eyes, but the glance—not the lips, 
but the smile. . . “5 


17. Acting and Emotions 


"In our animation we must show not only the actions or reactions of a character, but we must picture also 


with the action . . . the feeling of those characters." 


Leopold Stokowski recognized Walt’s truly unique tal- 
ent when he commented, “Walt had the imagination, 
insight, humor, and sense of design to enter into the 
feeling of life of any man, animal, tree, or stone and 
make us feel with him."*' From the very beginning, it 
was obvious that these feelings of the characters would 
be the heart and soul of the Disney pictures. The stories, 
which at first had been told through bits of business 
and incidents, were told more and more through the 
reactions of the characters to those incidents. The inci- 
dents themselves remained vital to the story, but how 
the characters felt about what was happening became 
more important, 

In every art form it is the emotional content that 
makes the difference between mere technical skill and 
true art, The poet, sculptor, dancer, painter, singer, 
actor—all eventually can become proficient in their 
crafts, achieving dazzling mechanical perfection, but 
their work will be empty and meaningless unless the 
personal perceptions of the artist are communicated as 
well, This thought was stated most simply by one 
studio artist when he noted that many of the young 
men "could animate beautifully, but that isn't what 
makes you laugh and that isn't what makes the tears 


come. 


Walt Disney 


In the animated film there is actually a double poten- 
tial for this type of personal expression; first, in the 
emotions of the characters in the film that arouse addi- 
tional responses in the audience, and, second, in the 
artistry of the work itself, It will show in the writing 
and the choice of the material, in the design and pre- 
sentation, the staging, the picture-making, the voice 
talents, the color, the music—and especially in the 
animation. There are the individual drawings with their 
elusive sensation of life, and there are the relation- 
ships of all the drawings in movement and time, 

In this book we have outlined the basic skills that 
must be mastered if strong, clear communication is to 
be achieved. We also have pointed out many examples 
of fine animation that became memorable because of 
feelings the artist had about the character and the situa- 
tion, There was more than just frowning in anger, 
more than a single expression, or even one lone con- 
vincing scene. There was real drama with the full 
range of emotions. 

Too often there does not seem to be any real reason 
to probe this deeply into a character, but any omission 
here is soon noticed. One critic complained that a 
certain animated film had nothing more than a gallery 
of passions, as the character's “face twitched through 


ES 


its limited repertoire of grimaces over and over.” Great 
scenes were never built that way. 

Is there a magic formula we have learned for build- 
ing scenes of great emotion into our pictures, of mak- 
ing drawings with personal feeling that can transmit 
the same emotion to an audience? An astonishing num- 
ber of people in the field are not aware of the poten- 
tial, nor, actually, understand how animation works. 
Even Walt never realized what made some scenes more 
successful than others, but he was such an outstanding 
storyteller that he knew what should be shown, what 
would hold an audience, what would get a certain 
reaction, and he could afford to pay for the fumbling 
errors of his artists as they learned. 

It was the supervising animators who had to find the 
more effective uses of the artists’ limited abil 
Working with their crews, they searched for easier 
ways, simpler ways, stronger ways, trying to find the 
essence of the entertainment in the scenes they were 
doing. And here they discovered that increasingly their 
problems were in the field of acting. 

Several people at the studio enrolled in acting classes, 
seeking a greater understanding of the disciplines of 
the theater, Leo Salkin, from the Story Department, 
reported his experience: 


1 began to sense why certain people, good actors, 
communicate and make a character believable. I've 
sat and watched young student actors . . . and they're. 
saying the lines the way they were written, and 
they're trying to be angry, or trying to be sad, or 


trying to be humiliated, trying to be aggressive, and 
they're doing all these things . . - and it’s lousy! 
And it lies there hour after hour—and you know it's 
not working and you think, "How can you get it? 
How can you make that contact? 
‘And then right out of nowhere, somebody will be 
doing a scene, and for a brief, maybe, 30 se 
that damn thing comes to life! Suddenly that wor 
is a woman in trouble, and this guy is being 

and you're reacting, and your whole being is 
denly focused on that, and then suddenly it d 
pates. I mean, one wrong word, one wrong emp 
sis, and the thing is gone! I think, "What made th 
work? Why did that happen at that moment?" 


"That golden moment is our goal. That is what 
must understand and recreate in our own medi 
Is it possible? As the animator sits at his desk fl 
ping the drawings and throwing them away and mi 
ing new ones, he probably should wonder at the 
dacity of anyone proposing to duplicate an acto 
artistic and moving performance with only a collect 
of drawings. 

The actor and the animator share many i 
they both use symbols to build a character in the 
s mind. Certain gestures, attitudes, exp 
and timing have come to connote specific personal 


sequence, the actor builds a bond wi 
the audience, and they are with him, they under 


him; and if they like him they will be concerned about 
what happens to him. These are the animator's tools as 
well, but while the actor can rely on his inner feelings 
to build his portrayal, the animator must be objectively 
analytical if he is to reach out and touch the audience. 

Katharine Ommanney, in her book on acting for 
students, has defined the rules and the exercises that 
are the steps for the beginner.” She asks the performer 
to consider these questions as he tries to communicate 
with an audience: 


Are the characters interesting, lifelike, and vivid? 

Do you become emotionally involved with them? 

Do the gestures and movements seem sincere, 
convincing, clear and properly motivated? 

Does all of the action help to delineate the charac- 
ters and their situation for you? 

Is the action clear-cut, realistic, prolonged suf- 
ficiently, and exaggerated enough to be seen by the 
whole audience? 


Undeniably, these are the criteria for judging any per- 
formance, animated or live, They sound so simple, 
written this way, and are easy to pin up on one's 
desk—but so difficult to achieve. 

‘The demands were quite simple in the early films, 
limited mainly to gestures of annoyance that tried 10 
be "anger" and a kind of fright that wished it could be 
"fear." Gradually a kind of formula developed for 
making “pathos” the prime ingredient in a film, such 
as The Ugly Duckling: an appealing little character 


Oo 


wants very much to achieve something and fails in a 
way that hurts him; the other characters ridicule him; 
he tries again, fails again; the audience feels the hurt 
and starts to pull for the little guy; when he finally 
succeeds in a unique and heartwarming way, everyone 
feels like cheering. 

It is an old formula and the acting choices are ele- 
mental. As long as the central figure is sincere, his 
actions can be broad and touched with humor without 
upsetting the pathos. The ugly duckling's mournful 
ery of rejection was a ludicrous honk, which only 
increased the awareness in the audience that this poor 
little outcast did, indeed, have a real problem. Laugh- 
ter and sympathy were combined in a way that of- 
fered a high potential for entertainment and for per- 
sonality development, but there were no great demands 
in acting 

By the time the studio began Snow White, the ani- 
mators were being asked to depict much more than 
just happiness and sadness. Now, they were faced 
with the task of communicating such subtle emotions 
as love, dejection, hate, jealousy, concern, and fear. 
The first real example of an entire sequence based on 
pure emotion showed the dwarfs crying beside Snow 
White's bier; it was a critical decision even to attempt 
this type of sequence. The supervising director was 
concerned “that the audience would not react as we 
hoped it would. It was not a matter of what field size 
we used, or panning, or what character we cut to—it 
was the mood in which we wanted our audience at the 
time." It was important that the viewers be involved 


completely in the feelings of the dwarfs, and no one 
knew how this could be done with moving drawings 
‘There were two enormous problems 

First, the animators knew of only one way to com- 
municate any emotion: show the change of expression 
that would reveal the character's thought process. He 
had to move to stay alive, and a series of drawings 
moving from one attitude to another was the only way 
known to establish the emotion. If he were seen to 
change from a portrayal of concern or worry to one of 
despair, or from despair to fighting back the tears, it 
might be possible to make him believable. But that 
would make too much movement for this sequence. 
Obviously all the dwarfs should be overcome with 
grief from the beginning to the end, with no change of 
attitude and as little movement as possible. There would 
be good impact on the initial picture, but what would 
keep the dwarfs from going flat and lifeless after that? 

The other problem lay in the fact that the audience 
had become conditioned to laugh at the dwarfs when- 
ever they came on the screen. Now, the spectators 


laugh at this point would have destroyed the 
concept. In the original version of this sequ 
audience had laughed at a crucial scene of D 
Dopey. At that time, Dopey began the scene. 
bleakly with misty eyes at the offstage Snow. 
before turning away to bury his face in Doc's 
der. It was a touching moment; however, the vi 
response to this shot of the usually jolly Dope 
anticipatory laugh, one that quickly turned 
sion and then embarrassment, but by then the: 
been broken. Fortunately. this was easy to 
cutting off the first part of the scene. How c 
one have known ahead of time? You cannot 
it right the first time; many things do not 
they are “talked. 
There was an unexpected bonus from this 
cause now Grumpy was the only dwarf with 
body move. He had been the last to give int 


but he may have had the deepest feelings for 


but Grumpy would be the one to sob openly at her 
bier? He could not have put his head on someone's 
shoulder like Dopey. True to his personality, he must 
tum away and cry alone. 

The animator whose assignment was to make this 
all come to life said: 


It just felt like they should all move as little as 
possible. These guys were consumed with grief and 
They'd have strong 
body attitudes that could be held for the most part, 
and maybe a sagging move on the head here and 
there, just enough to keep it 


wouldn't be moving around. 


alive. Even a sniff 
seemed too much action for the mood. Frank 


Churchill had written a great melody that really car- 


ried the sequence, and my problem was more of not 
breaking the spell than establishing how badly any 
one felt. Sad eyes, slow blinks, and a few tears 
were all that was needed. 

So we drew very carefully and packed in as many 
inbetwee 


as we possibly could—we didn't want 


any jitters, but we didn't want any short, jerky moves 
either—and we matched the timing of the tears to 
the contours of the faces. Unfortunately, my first 
tears were so well liked that more tears were asked 
for, and then even some on all the characters. Soon 


it looked like the worst hay fever epidemic of the 
century, which was not helped much by the cager 
Effects Department adding highlights and reflect 
and glistening effects, until each drop looked more 
like a marble than a tear. At this point, we backed 
up and eliminated a few. To me, there was more 


ons 


value in a tear-stained face than in all these rivulets 
soaking their collars, but no one could devise a way 
to create that effect. We settled for moist eyes, which 
they could do very effectively, and lots of lovely, 


shining tears running down the cheeks.’"* 


These decisions proved to be right for the sequence, 
especially the decision to keep the dwarfs in nearly 

held"" positions. Their subdued attitudes contributed 
more to the working of the sequence than we realized 


at the time. Undoubtedly, Walt was a big influence in 
this also, for he had written in his famous memo to 
Don Graham in 1935,° *“The animators don't make the 
held positions and the relaxed positions express any- 
thing. They try to do all the expression with the parts 
that are moving—whereas the body should enter into 
it." But the dwarfs did not let Walt down by making 
any false moves. The audience cried for the first time 
during an animated cartoon. 

‘The film Bambi contained another reaction to death 
—this time very real—as the young fawn lost his 
mother to a hunter's bullet. A scene Was animated of 
the doe actually being shot in the middle of a leap, 
throwing back her head and crashing to the ground 
where she lay collapsed in the snow, but it was cut out 
when we found that the sequence played better in the 
imagination, Everyone sensed the danger, knowing 
the hunters were near; and when the shot was heard it 
did not matter whether you knew the mother was dead 
or whether you were as innocent as Bambi, returning 
to search for her. It was powerful either way. The tiny 
figure in the midst of the huge trees helped the feeling 
of overpowering loss, and the quiet of the forest at this 
point contributed to the sensation of loneliness. The 
best idea, however, came about by accident. When the 
stag appeared, he was too much of a shock, visually. 
We wanted him to be impressive with a feeling of 
wisdom and compassion. Instead, he somehow looked 
ominous and threatening. He had to be in the sequence 
in some form, so the decision was made to cover him 
partially with falling snow, lightly at first, then he 
ier and heavier, so that in the final scene the stag 
would be only half visible. The snow also added an 
immense emotional dimension to the whole sequence. 
We looked at each other and said, “Why didn't we 
think of that in the first place?” 

Twenty years later there was another sequence of 
characters crying over the apparent death of a young 
girl as the three Good Fairies bade a tearful farewell to 
Aurora, the sleeping beauty. Here, however, the story 
structure lacked the ingredients that would have allowed 
this to be a scene of strong emotion. The character 
relationships were not as important, and there was 
little concern over the fairies’ attempts to thwart the 
evil prophecy. That point was not felt to be the impor- 
tant one in this later film. The animation was as well 


done as in the dwarfs’ sequence, but, since it onl 
illustrated what happened, it could not involve th 
audience. This is a vivid example of the importanceol 
story structure in communicating an emotion. 

‘These crucial feelings of the characters can be por 
trayed in many different ways. Besides using the 
ture of the story elements, there is the graphic pre 
tation: the layouts, the settings, the cutting, the staging 
and there are all the facets of the animation: the 
the expressions, the dialogue, the attitudes. Ston 
graphic presentation, and animation are impo 
enough to be considered separately. 


Story—Structure 


When the story is well designed, the emotions of 
characters will be so logical and natural that little e 
should be needed to make them work with an au 
ence. The wise storyman, however, also will 
how to use animation more effectively, and p 
‘opportunities for dramatic graphics in the presen 
The best example of a great sequence created entin 
by story is found in Cinderella, as the Fairy Gi 
appears. The girl has run into the garden in adran 
Jong shot and is now sobbing with her head in 
arms; her friends, the mice, are staring dumbly, 
with the horse and the dog, and the only ani 
found in the tiny sparkles of fairy dust gradual 
vening on the spot where the Godmother will app 
Yet, everyone in the audience has a lump in his 
and it gets bigger and bigger as the scene progr 
This is all due to the careful story work that 
preceded this point in the picture. The 
audience know this girl, and what she wan 
how she feels at this time. They also know 
and what they were trying to do, and when this 
Comes there is nothing more to be said. A 
scene of a girl sobbing, the helplessness in the fa 
her friends, and the magical answer to all the pi 
quietly forming before us are all that is 
wanted. Anything more would be an in 
Another sequence that relies more on sto 
animation is the one of Snow White running in 
through the woods after she has left the Hun 
This reveals more of Walt's sense of 
should play and includes a very dramatic 


throughout, but it asks little of the animator, It is an 
effective sequence, arousin 


great emotion in the 
Viewer by thrusting him into the situation along with 
the girl. It is the events that occur rather than the 
acting that involve him in this activity, but the consid. 


crations are just as detailed and complic 
How long does it take to build Snow White’s terror? 
How many incidents do we need to shock and scare? 
Do we lose or gain by showing, in her mind, the log 
in the water that appear to become crocodiles with 
wide-open mouths? The 
to both the audi 


es in the trees are terrifying 
g should 


ice and the girl, but how loi 


this be allowed to go on, beyond making 


he point of 
what she is seeing? How long should she be on the 
ground, sobbing, after the terror and panic in the 
woods, before she sees the eyes in the dark—eyes that 
gradually become innocent little animals? The audi 


dy for the humor that comes as a 


ence is more than re; 


release when the animals are curious about Snow 
White, and even a little frig 


ed of her. This is an 


example of leading the audience through contrasting 
emotions, and giving just enough time to each, with 
out moving too fast or becomin 

There are many ways a character may be handled in 


3 film, and it is largely th 


redundant 


sponsibility of the story 
ine the most effective use of the role. If 
story calls for the main character to be threatened by 
death some kind of killer must be introduced, but what 


to deter 


type of person he is will depend upon the way the 


Scenes are conceived. The Huntsman in Snow White 


ore real by having a su 


became n 


estion of personali- 
ly. His assignment was more than he could do, as it 


fumed out, and there was more drama in his inner 


In a stron 
very little 
needed to sustain the mood. 
Cinderella's friends watch 


helplessly as the 


broken: 
hearted gir 
head in her arms. The main 
sparkles slowly gathering 
10 form the Fairy God. 


mother 


buries her 


turmoil than there would have been if he were only a 
visual symbol of a killer. The executioner in Robin 
Hood had no such role to play, so he was more omi- 
nous by being completely impersonal. His judgment 
was not involved in the decision to chop off Robin's 
head or to let him go, and the more he was presented 


OVERLEAF: 


Snow White f 
the forest in 
leaving the Hi 
planning of th 
cessful sequen 
in the story 
matic staging 
images combi 
attitudes on th 
volve the aud 
terror. 


as only a professional, with no emotions, and not even 
a face showing behind his mask, the greater the emo- 
tional impact he had on everybody. Once again, the 
sequence had not been built for melodrama up to this 


point, since this lighthearted version of the popular 


DE. 
ae 


legend required only a momentary situation with the 
hero as a captive. However, the sinister feelings that 
the sequence did have were almost solely dependent 
upon this characterization of the executioner. 

Killers can be presented in many other ways, 
contributing its own values to the story. If the s. 
shown entirely through the killer’s eyes, revealing even 
more of his own feelings (or lack of feelings), there is 
still another dimension to the sequence. This perspec- 
tive is often used, especially in live action, because it 
can show how cold-blooded, how methodical or dia- 
bolical the killer actually is; which, in turn, builds 
more concern for the intended victim. One approach is 
no better than another, since the key factor is what 
works best for the specific 
is wanted from the audience. 

If a scene calls for showing tense emotions such as 
anguish, scorn, bitterness, or envy with only facial 


tuation and what reaction 


expression, the animator will be quite limited, Butif 
the story is built so that the character reveals these 
feelings in what he does and how he does it—reserving 
the close-ups only for emphasis—the scenes can he 
gripping and entertaining. 

There is an inherent danger in animating scenes Of 
inner struggle, because most attempts to achieve cleat 
concise communication cause the character to overall 
badly and lose credibility. More than beautiful drawe 
ing and expert analysis often is needed to keep the 
feeling of sincerity. A special effort on everyone's 
part is required to find just the right scenes to display 
the needed emotions, but it is worth the effort, 
queen in Snow White was handled very realistically, 
was the stepmother in Cinderella, and they comm 
cated well. Both depended on careful drawing, 
ing animation, and flawless scene planning to 
them convincing; but with the story constructed $0] 


itdepended on this meticulous type of work, there was 
no other way to do it, As the animators said, “No fun 
lo do, but needed for the picture!" 

Maleficent, the evil fairy in Sleeping Beauty, showed 


her feelings in a more dramatic and flamboyant way 


because the style of the whole presentation relied on 
design, color, and pageantry. This was reflected in her 
movements, which gave the animator slightly more 
latitude and freedom, but it was still 
manding drawing assignment. The scenes were impres. 
sive without losing believability. Just as much intensity 


equally de 


of emotion was shown by Prince John in Robin Hood, 
but this sequence was structured for humor, so the ani 
mator could concentrate on the expressions and atti 
tudes more than intricate drawing. As a result, it was 


more fun for the animator. 
These cl 


acters showed hatred and scorn in their 
own way, but in a convincing manner. They were 
equally entertaining, but they were in no way inter- 
changeable, which points up the importance of the 
storyman’s knowing his characters and building his 
situations through them. 


Graphic Presentation 


Most of the examples we have discussed so far have 
not mentioned that each required an excellence in the 
presentation of the idea in addition to the story work 
Seldom is emotion established on the screen only 
through story, graphic art, or animation by itself. Here 
we are separating them in an attempt to understand the 
extent of the contribution from each. “Graphic pre- 
sentation' covers the cutting and staging, the planning, 


anınaro: Ollie Johnston — 
Robin Hood, 


Prince John, in Robin 
Hood, based on a tradi- 
tional type of design, of- 
Jered flexibility in the ways 
his personality could be 
defined. The evil fairy 
Maleficent, in Sleeping 
Beauty, had an aloof, omi. 
nous quality to her design, 


with the normal changes in 
these shapes her dramatic 
impact would have been 
lost 


the design, the settings, the color—all of the pictorial 
components. Their goal is to build a make-believe 
world around the viewer, making him f 


La certain 
way about what he sees. Every scene must say its 


message clearly with no confusion and no contradic 
tions, but it must leave something to be imagined 
In Bambi, there is a stirring fight between two male 


deer. Beautiful animation was done of the battle, per: 


fect in drawing and movement, but somehow it was 
not exciting. The plan had been to draw the audience 
into the fight by showing close-ups of horns and hooves 
and straining muscles, yet seeing all this tended to 


make it matter-of-fact. Walt had the answer: create a 
mood, make the scenes dark and dramatic, let every 
thing go black, lose the little parts, and define the 
characters only by “‘rim lighting." Use the music and 


sound effects instead of all that drawing. Immediately 


the sequence became tense and thrilling 


‘ 


i 


f 


if she had been animated 


Dark figures ofthe 
deer are made mon 
and dramatic thr 
use of silhouettes 
streaks of “rim l 
to define the for 
less the audience 
more will be imag 


cal Ways 
Can Build Emotions 
tions of the Audience 


Resist the temptation to 
‘make everything bigger and 
more gorgeous when you 
need strong communica 


1. REAR VIEW Sleeping Beauty 


The two lovers look off into the distance and dream the 
Since their feelings are better imagined: 
than they could ever be shown in detail, the audience dreams 
along with them. 


private dreams 


4. OVERLAYS The Jungle Book 


Baloo is desperately searching for Mowgli who has just run 
away. Having Baloo partially covered by the branches in 
the background makes a more rewarding scene than trying 
to draw his distraught face 


8. HELD DRAWING 


WITH CAMERA MOVES 101 Dalmatians 


Some expressions cannot be strengthened by movement. 
Instead of moving the character, a simulated feeling of ac 
ity was achieved by slowly moving the camera—in 1 


case, trucking into a closer shot of the dog's eyes. 


5. DRAMATIC LAYOUT The Ugly Duckling. 


Overpowering shapes and a path of action going down the 
hill both add to the feeling of depression as the Ugly Duck 
ling slowly walks away. The portrayal of his feelings relie 
on the layout that makes him look small and desolate 


Ya 


$ 


2. SHADOWS Snow White. 3. SHADOWS OVER THE CHARACTER Bambi. 


Shadows are usually associated with suspense and drama. Faline watches transfixed as Bambi fights off the intruder 
They can add interest and variety to a continuity w The excitement of the situation is better conveyed by her 
saving the time needed to draw all the detail on each char- whole attitude, with the shadows of the action passing over 


acter her, than it could have been by just the concerned expres. 


sion on her face 


£ M CUT 


6 PICTORIAL SHOT Cinderella 7. EFFECTS ANIMATION Bambi. 
Cinderella had been prevented from going yal bal Fine animation of forms from nature can establish a mood 
Her keen disappointment is best communicated by the r either by symbolism or showing what the character sees 


unticized view of the castle where she wants to be. A 


Falling rain, a storm, approaching fire will quickly create 
ground with a strong mood can save diffi 


strong feelings. The stark colors of these autumn leaves 
foretell the harshness of the approaching winter 


9. OFFSTAGE SOUNDS Lady and the Tramp. 


No animation is needed on a comprehensive shot of the 
locale if appropriate sounds can build images in the imagi 
nation. The entrance to the dog pound in Lady and the 
Tramp looks forlorn and mournful enough, but it was hear. 
ing the howling and the barking and whining of the dogs 
inside that really told the story 


Some situations become more powerful by showing all the 
realistic detail. This is particularly true where magic or 
fantasy is involved. We were spellbound seeing the queen 
gradually become an old, withered witch 


In The Rescuers, there is a very important scene on 
the riverboat of the little girl leaving the cabin of the 
villainess Medusa and slowly walking up the stairs lo 
the deck. She has just been badly hurt by Medusa’ 
callous remark, "Who would want a homely little git 
like you?" and is fighting back the tears as she walks 
out into the night. It was decided that the most effec 
tive way to play the scene would be from a rear view 
on the dimly lit stairs, featuring her very young age 
and her helplessness. Once on deck, she is bathed in 
soft moonlight. 


When the picture was completed we wondered if we 
had made the best choices. Would it have been better 
if the stairwell had been completely dark, just a trickle 
of light coming down from above, with the girl's action 
on called for the 
we saw these 
scenes completed in color and in continuity, they did 
not have the visual impact they could have had, They 
were dark and gloomy, but not dramatic, Perhaps this 
ind maybe the 
nt would not have been the best way 
either, but we still wonder. 


shown only in silhouette? The sit 


strongest mood we could create, Whe! 


was not a place to be more dramatic 
silhouette treat 


In cont 


t to the benefits of not letting the spectas 
J 
them to look at certain elements might create more 
visual excitement. When the queen in Snow While 
drank the potions that changed her into an old haga 


tors see everything, there are other times when forci 


there was emotional involvement because of the fear 
of the unknown, Watching this dramatic change before 
your very eyes held you spellbound and a little appre 
hensive of what you might see next. What will she 
turn into? Will it be something hideous? Will I wantie 
look at it? This section was cut out of the picture in 


Sweden as being too frightening for children, which 
proves that, right or wrong, there was a strong emos 
tional experience in the presentation of the materiali 

Another frightening series of scenes is found if 
ice on Pleasure Island where 
unsuspecting boys are changed into donkeys in paye 
ment for a night of fun. This is a case where excellent 
animation added even more than had been expected, 
but it was the combination of the staging and planning 
that made this impossible situation so believable and 
so scary. The mood had been started with the scenes 
of the almost shapeless, all black, faceless workers wid 


Pinocchio in the sequi 


We watched Pinocchio’ s friend Lampwick turn into a donkey 
right before our eves 


were closing the gates and crating the donkeys, and 
then a great voice track, along with the realistic han- 
dling of the backgrounds, the effects, the shadows, 
and all the details, kept the audience so involved that 
their eyes never left the screen. The whole film would 
have been so much weaker and flaccid without this 
emotional surge to give it the necessary importance 
and to make the fantasy so stirring 


Animation—Acting 


The storyman can develop the right business for the 
character to perform, and the director and layout man 
‘an stage it and make the presentation graphically 
satisfying, but it is the animator who must think deeply 
into the personality of the cartoon actors. Each must 
be handled differently, because each individual will 
express his emotions in his own way 

‘The self-appointed leader of the dwarfs, Doc, would 
show del 
He would 
shorter steps, He never would swing his arms as 
Grumpy did in his defiant walk after Snow White had 
kissed him, That walk, and the gradual stop as he 
smiled, showing his true feelings, were part of the art- 
ful delineation of a personality in both story and ani- 
mation, The conception was thorough in all respects: 
the staging of the expressions, the use of fundamental 
principles like squash and stretch, the amount of time 
used to show each emotion before moving on to the 
next one—these show animation at its best. 


ice in a way different from that of Grumpy 
ave blustery, nervous movements, and take 


In contrast, the faceless workers on Pleasure Island were 
more frightening because we could not see who they were 


The audience became involved in th 
cause of its understanding of the char 


se scenes be- 
ters and the 
feelings that were so familiar to everyone, But there 
are other ways of involving the viewers besides get- 
ting them to identify with sympathetic characters. The 
devil in Fantasia's “Night on Bald Mountain’ was 
anything but sympathetic, and his feelings were beyond 
our comprehension, yet the scenes involved the audi- 
ences, drew them in, caused them to react to what they 
were seeing. To point up the difference, one has only 
to imagine the sensations that would have been aroused 
if, during this awesome ritual, a young boy and girl 
had been seen as two tiny figures trying to climb the 
inner walls of that volcanic mountain without being 
discovered, or perhaps progressing deeper into that 
fiery cauldron on some important quest. Your heart 
would be in your mouth as you tried to scale those 
stones with them, and you would jump at each sign of 
possible detection. You react 10 the evil characters, 
but with the sympathetic characters. 

The same is true of Cruella deVil in /0/ Dalma- 
tians, and she is a comic villain, Few of us could share 
her compulsion to skin puppies to make a fur coat, yet 
we were completely involved in her sequences. Because 
of our fascination with her explosive personality and 
our enjoyment of her outlandish behavior, appearance, 
and actions, she was funny without losing either her 
menacing quality or her audience. Whether people 
thought she was horrid, ridiculous, or wonderful, they 
all sat enraptured 


In the next example, we are involved through our 


Story sketches for Ichabod 
Crane (1949) by Joe Ri 
naldi. Joe had a flair for 
bold, dramatic staging and 
could make cartoon char 
acters fit into awesome en. 


vironments quite naturally 


appreciation of a situation and share the sensations of 
the character, but without any sense of identification 
with him. This is the case with the rather unsavory 
Ichabod Crane as he rides the old plowhorse into the 
terrors of Sleepy Hollow. That sequence made animi- 
tor Blaine Gibson decide to leave the Effects Depart. 
ment for the dramatic challenges of character animi- 
tion. The superstitious Ichabod gets increasingly 
agitated the farther he progresses into the hollow, bil 
his sleepy steed is barely alert enough to stay awake, It 
reminded Blaine of his own experience as a boy in 
eastern Colorado. “Ichabod, and this horse, and the 
guy whistling—this is a cartoon, but I can empathize 
with this guy because I've been on a horse out on the 


farm at night when I wanted to whistle, because 1d 
heard some noise and I wouldn't know what it was 
and, also. the way the horse went! Somebody took the 
trouble to analyze . . . what horses look like. It looked: 
like a horse. These are the things that, to me, made the 


difference between good and bad animation, It's take 
ing the trouble to put that little thing in there." The 


animator on that particular section had indeed known 
horses, and he had suffered more than his share of 
miserable experiences in trying to get unresponsive 
nags to behave like the wonder horse of the cowbay 
movies 

This point in the picture certainly had been well 
structured in the story development, and the presentas 
tion was well suited to the situation, but it was the 
animation itself that carried audiences along, They 
saw the fear in Ichabod's eyes and in his whole 
tude, and, as he licked his lips and swallowed, they 
could feel the sensation of the dry mouth from his 
extreme apprehension, The musician Ollie Wallace 
made recorded his 
‘own whistling for Ichabod's feeble attempts to keep yp 
his courage as he came closer and closer to panic, and 
the story sketch man Joe Rinaldi had done a masterfal 


in enormous contribution when 


ANIMATOR- Frank Thomas— 
Ichabod Crane (later com- 
bined with Mr. Toad.) 


The animator carries the 
ideas a step further with 
more care given to size 
relationships and specific 
business. 


series of drawings exploring every possible position 
for a tall, skinny man trying to hide on top of a horse, 
So the animator had great help in getting started, but 
the burden of the development and the entertainment 
in the acting rested on his shoulders alone. 

Once the Headless Horseman appeared, tht whole 
mood changed to wild, tumbling, comic panic, with 
both Ichabod and his horse frantically defying all the 
natural laws of weight and gravity—in a very believ: 
ble way. The screen fairly exploded with their feelings 
of desperation as they slithered and scrambled on their 
bellies, the horse so low that the rider was half-riding 
and half-running himself. The viewers did not really 
care whether Ichabod got away or not, but they were 
completely caught up in the excitement of the chase 


di suggests an 
h gag for the wild 
the Headless 
By this time, 
¡panic was so in- 
audience could 
lieve his legs 
a horse during 


tures of Ichabod 


with fear, both 


and were thoroughly involved in the whole situatio 
Such sequences are particularly tricky to do because 
of the need for the tempo to be maintained and i 
action to become more and more tense, so the se 
will build continuously to an ever-greater pitch ol 
excitement, An action that is just too slow, or a cholo 
of business that is too ordinary, can kill the ove 
effect. Story structure cannot do much to help in th 
case. The layouts and settings and the cutting pl 
more important part, along with the constant 
mentation, correction, and revision of the ani 
The sequence must be kept loose until it really wo 
In Cinderella, there was the classic sequence oftw 
mice trying to carry a large and heavy key up two lor 
flights of stairs in order to free Cinderella from he 
room before the Grand Duke had left with the gla 
slipper. The characters had been well establi 
that their determination and emotions were quite 
but the tension of their tremendous effort, which 


all in the animation. No one could deny that the spe 
tators shared the sentiments of the cartoon charac 
completely. 


you feel that something is liable to crack any mi 
and drop down? Do you feel that because of the p 
sure he's got, he's going to blow up, that his 
going to turn purple, that his eyes are going to 
out of their sockets, that the tension in the arm is 
terrific that he's going to snap? 

Fifteen years later, these questions were 
swered by Woolie Reitherman as he anim: 
sequence. There is no doubt that the key was 100 
for the two little mice, that the pressure on 


minute Gus's eyes could bulge out of their sockets or 
that Jaq's face could turn purple. The timing of these 
actions gave the frantic quality, and the strength of the 
extreme drawings gave the impression of effort and 
exhaustion. 

The most important element in making the sequence 
so outstanding, however, was the fact that these little 
mice were doing all of this because they cared very 
much about the girl's happiness. Usually, this feeling 
of warmth cannot be structured in the Story Depart- 
ment and must depend entirely on the animator for its 
portrayal, but it remains a very mercurial sensation. A 
note cannot be pinned to the storyboard saying, "Get 
warmth through here," nor can it be written as an 
action on the exposure sheet, "Animate 3 feet of 
warmth." It cannot be analyzed, or acted out, or 
Tepresented in the same way as an expression or a 
passing thought, since it is more of a sentiment that 
grows within the viewer from the special way the busi- 
ness has been animated; actually, it grows from the 
sensitivity of the animator who makes the drawings. It. 
is undoubtedly one of the most important factors in 
bringing the audience close to the characters. 

Desperation will not be displayed always through 
frantic action or panic. At times, it is numbing despair, 
and that presents an even greater challenge to the ani- 
mator. In /0/ Dalmations, it became necessary to have 
avery delicate, sincere, and convincing sequence show- 
ing the expectant female dalmatian Perdita reacting 10 
the news that Cruella deVil is planning to take all of 
her puppies as soon as they are born. The storyman 
had felt that a dog's normal reaction would be to hide 
somewhere in the house, in some location that offered 
a tiny sense of protection. He made a drawing of her 
under the kitchen stove, way back in the corner. This 
was Perdita's emotional response to the near-panic she 
felt at the thought of losing her puppies to this horrible 


woman. She could do nothing but remain passive. The 
mice in Cinderella at least could temper their panic by 
doing something. In their desperate plight there was 
still a chance to reverse the situation if they just could 
get the key there in time. For Perdita, there was no 
such chance. On the storyboard, the drawings were 
impressive and gave a good, subdued feeling to the 
touching situation. The voices were recorded, and they, 
too, were effective, adding sincerity and concern, But 
they were “straight.” The characters themselves were 
“straight.” 

At the story meeting, there was apprehension ex- 
pressed about the difficulty of animating such a se- 
quence. There was nothing to get hold of to caricature. 
‘The voice talent had given a beautiful, dramatic read- 
ing of the lines, charged with emotion, but that type of 
tension is difficult to represent. Even the voice of 
Pongo, the male dog, though soothing and comforting, 
could give no emphasis or strong attitude to suggest an 
action that could be animated. And, to top it all off, 
the scene was set beneath a stove, in an area so 
restricted that the characters could not even raise their 
heads or shift position to accent the words in the dia- 
logue. How could we possibly make the audience 
believe the dogs were talking if we could not move 
them, and how could we make the sequence convinc- 
ing if the animation did not hold up? It was all too 
subtle and delicate, 

There is always this problem with the “straight” 
characters who lack the flexibility in design and per- 
sonality to allow much more than a rigid illustration 
‘Thinking back on The Ugly Duckling, we recalled wist- 
fully how that character did not have to be “straight” 
and that his mournful honking brought laughs along 
with the tears. Now, the story material was of a differ- 
ent sort. For this picture to be successful, there had to 
be extremely convincing, heroic action, not from a 


queen or an evil devil but from four-leg 
with animal faces that were not designed, even by 
nature, to commu 


ged creatures 


te delicate expressions. Perdita 
was not flamboyant enough to have feelings other than 
motherly concern, anxiety, and occasional hope, while 
Pongo was simply Mr. Average Nice Guy, trying to 


get along in a difficult situation. Their roles were basi 
cally designed to hold the story to 


ther so that the 
broad characters surrounding them could work. These 
two characters had to be convincin 
cast to be 


for the rest of the 


entertaining. A stern assignment. But if no 


one believed the sincerity of the dogs’ concern, no one 


would believe Cruella. And if no one took her serious: 


Pictorial value of the hiding place, with only such 
ly, she would not be a villain. The sequence had to be 


action as was needed to get the dogs in position. He 
chose an angle on the stove so that the leg visually 
would separate the hiding Perdita from Pongo, who 
wanted to help but did not know how. The presenta: Y 


tion was simple and underplayed, letting the picture of [4 


in the picture. Finally, one animator thought he could 
see a way to do it.” Immediately, it was dumped in 
his lap 


In the first two scenes, the animator featured the 
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Ollie Johnston 
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the dog under the stove tell the story. The next scenes 
featured Pongo's difficulty in getting under the stove 
which forced him into interesting and different actions 


The 


audience became more aware of his at 
get near his mate than of his mouth move: 
phrasing the dialogue. It never occurred 
this was a restricted or subtle scene 


the do; 


The concern « 
for each other, and for thei 


om pups, w 


all anyone saw. Once the camera was under the stov 


it was possible to have a little more moveme 
tive. St 


and sank down 


Perdita since the new angle was not so re 


lifted her head to inhale 


looked away 


in a defeated sigh. Pongo re 


ached out and lic 


gently on the cheek 


audience believed them boll 


and felt the warmth of their relationship, as well a 
their concern for what the future might bring 
Depicting love between two cartoon characters ¡seven 


more difficult than 


armth; it 


s possibly the: mas 
Like the sensation of 
is built almost solely through the animas 


ve emotion to portray 


tor's about the drawings he is make 
or which 
sold the idea because they 
only the sum total of the 


s that creates the ill 


rsonal feeling 
Noc 


actly which draw 


scene, or which action ha 


so subtly related; it is 


>mponent in our pictures. 


quietly enriching our emotional and dramatic move 
ments, that has gone by nearly unnoticed. This is the 
delicate contact between our characters—the touching 
This always has been a big part of the theater and of 
live action films, usually affecting the spectators emc 
tionally, Two lovers hold hands for the first time, or 


there is an unexpected coming together in a tense 


situation—the contact breathes a special excitement 
There must be a subconscious rea: 


going back to earliest man, since 


The sincere har 
deer in Bambi 
expression oflo 
sive. Instead of 
ing, fantasy wa 
a romantic sel 
ing music, and 
‘moonlight, 


Bongo was the | 
bear who had t 
ways of the wil 
romance withal 
bear, a much li 
dling was approp 
an imaginative | 
entines and oth 
of sweethearts, 


Two characters! 
unexpected way, 
cial sensation 
mitted to the au 
Aristocats, inst 
ing hands, Du 
O'Malley hold t 
isanatomicallyh 
but helped the 
understand the « 
tions. The rom 
further fortified! 
the reactions of 
kittens to their 
love affair. 


story sketches 
wis influence 
ndling of the 


of touching 
result. When 
umper met a 
ale rabbit, his 
an uncontrol 

g of his hind 
thing touch 
uld calm him 


as a prime factor in the communication between chim- 
panzees in the wild." It seems to be vital to the emo- 
tional stability of the individual, having more impor 
tance than we understand. We know only that there 
can be intense drama in this simple act of touching, 

Actually, physical contact was at the center of most 
of the early shorts, with kicking, biting, hitting, and 
every type of violent contact imaginable the basis for 
most gags. But it was not until we had the believable 
characters in Snow White that anyone realized how 
Provocative the act of touching could be. No one could 


When Merlin, the wizard in 
The Sword in the Stone 
changed himself into a 
squirrel, he had no idea he 
would be so attractive to a 
gushy, old female. This ac 
tion went beyond mere 
touching. 


The warm, sincere reaction 
of Doc to being kissed by 
Snow White was enjoyed by 
the audience who under- 
stood exactly how he felt. 
Contact between two char. 
acters has special mean- 
ings going beyond the act 
itself. 


have guessed how much the audience would be moved 
by mere drawings of the girl kissing the dwarfs 

A few years later, this touching between two car- 
toon characters had a special impact far beyond any- 
thing the story crew had imagined. The film was 
Dumbo, the story of the unfortunate baby elephant 
with the enormous ears. When his mother had tried to 
defend him from the torments of a group of boys, she 
had been labeled a "Mad Elephant” and chained inside 
the battered old wagon that served as a jail for recalci 


trant animals. 


antaron: Bill Tytla— Dumbo. 


LOVE BETWEEN MOTHER AND CHILD. Timothy Mouse 
takes the forlorn Dumbo to visit his mother who is kept 
chained inside a wagon. The two elephants cannot see each 
other and can touch only with their trunks. 

The animator's assignment. Get a tender, poignant series of 
scenes that show how much Dumbo and his mother miss each 
other, and how much even this limited contact with her 
means to him. 


ammarors. Frank Thomas. FALLING IN LOVE. The dog of the world, Tramp, 
Tramp and Lady: John taken a young lady from a sheltered background 10) 
Lounsbery, Tony and Joe— favorite dining place behind a restaurant. Instead of} 
Lady and the Tramp. handouts he expects, the romantic proprietor and his aM 
serve them the specialty of the house complete with musi 
accompaniment. 
The animator's assignment. Two dogs are to fall in la 
while eating a plate of spaghetti (in a refined manne 
Make the audience believe that this really could happ 


Without his mother, Dumbo's problems had in- 
creased, and he was soon in deep despair. His friend 


Timothy Mouse suggested that they pay her a visit in 


the quiet of the night, when everyone else was asleep. 
Dumbo stood on tiptoe to try to see his mother, but he 
was too small to reach up to the one window in the 
wagon, and she was chained so that she could not 


come any closer to him. Only their trunks could reach 
far enough to touch and caress. It remains one of the 
most tender sequences ever animated, yet one of the 
most unlikely. With nothi 
about, it would seem that the 


g to draw but a couple of 


wormlike trunks grop 
animator would have been completely defeated before 
he began, but Bill Tytla had this assignment and he 
felt the emotions very strongly. His handling of Dumbo 


tearfully hugging his mother's trunk and then gently 


swinging on it made this sequence outstanding for 
sensitivity, delicacy, and good judgment. Every move 


is so full of love and the artist's feelings are so genuine 


that nobody laughs, nobody questions. 
Lady and the Tramp was another picture with a 
strange set of ingredients that had to be brought together 


in a way that said “Love.” Two dogs eating spaghetti 
while being serenaded by a couple of romantic chefs 
with mandolin and accordion did not seem like the 
most appealing situation for a romance. Besides, the 
comedy implicit in the whole broad story cor 
very thought of dogs di 


ept, the 
g into a plate of pasta, 
sounded unattractive and crude, Even Walt was not 
sure this would not defeat the main story point here- 
that the dogs were falling in love. 


The rear of the restaur: 


it where Tramp usually got 
a bone or two was not a romantic setting, but it did fit 
the realism of the dogs looking for a handout, The 
surprise began when Tony, the owner, saw that the 
second dog was a lady of class and deserved some 
thing better than a bone. He ordered his assistant to 
serve them “the best in the house, with 
tablecloth and dishes, Next usic, and with it 
the challenge to the animators, Could the human char 


le the 


acters convince the audience that this was a real situa 
tion? Could the actual 
Lady be made app 


ing be entertaining? Could 


and attractive and dainty while 


g long strands of spaghetti? 


Lady and the Tramp: 
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around 


Tramp's gift of the last meatball, animated the way 
it was, is a charming indication of his love for her. Itis 
not a sure-fire message of affection, but the gentle 
way he pushed it toward her and his expression as he 
looked at her left no doubt about his feelings. This 
demonstration of his love was set up by the unexpected 
contact as they chewed their way to each other on a 
single strand of spaghetti. The excitement of that 
moment demanded a reaction on his part. It relied on 
the build-up in the preceding scenes, and on the fact 
that the dogs believed it all themselves. This was actu- 
ally a big evening to them and not a farce or a gag. 
Once that point was established, everything else in the 
rest of the picture followed naturally. If we had failed 
to make this relationship believable for the main char- 
acters, none of their later actions would have had the 
ring of sincerity needed for this type of story. 

Sincerity is the key word when conveying emotions 
through characters that must be believable. More than 
‘one animator has had imaginative suggestions for busi- 
ness and actions that fit the personalities and the situa- 


tion superbly, but their animation has lacked the 
sincerity to give these ideas the impact they should 
have on the screen. They might have been intellectu- 
ally perfect—but emotionally barren 

The animator has three very special problems in the 
field of acting, and they cannot be ignored. First, he 
must know what the character should do in a particular 
circumstance. Second, he must be skillful enough as a 
craftsman to capture in drawings what he knows in his 
head. Third, he must be able to retain the fleeting, 
delicate thought of the moment over the several days 
it may take to animate the scene, When the actor on 
the stage feels right about an attitude or an action, 
does it and the moment passes. Somehow, the ani 
has to stop time while he captures that elusive mor 
dissects it, recreates it, and gets it all down on paper, 
The live actor does not have an easy time, but at least 
he can walk through a part, test ideas, try different 
approaches, stronger attitudes, bits of business, 
make his changes all at the same time. When an 
mator “walks through a scene, it will be two 
before he can see a test; and when the director say 
*No-0-0, it's not working,” it is much more difficult 
and expensive to try the scene another way. 

All of the animator's skills are brought to play in 
creating true emotions: his knowledge of the fund 
mentals, of story, character development, action analy- 
sis, acting; this is the highest form of the art. 

It makes litle difference whether the characters who 
have these feelings are humans, animals, make-believe 
creatures, or even inanimate objects given a personal 
ty. In each case, the procedures of establishing aud 
ence identification through a special type of comm 


shoe or a garbage can. To get individuals conce 
about the emotions of a fantasy character is also som 
what of a challenge. 


living creature like a dog or a bear or even a mous 
because these animals do possess definite person 


or a tugboat (Little Toot), or a car (Susie, the 
Blue Coupe). In some cases, such as the broo 


When animator Hardie Gra- 
matky left the Studio and 
moved to New York, his 
apartment window looked 
out on the tugboats on the 
East River. Almost imme 
diately he found a charac 
ter like those he had ani 
mated. He called it Little 
Toot, sold the story to 
Walt, then went on to write 
book after popular book 
‘about the adventures of the 
youthful tugboat. 


Bill Peet found faces and attitudes in the parts of the object 
he was drawing when he did the various cars for Susie, the 
Little Blue Coupe. The broom from “Sorcerer's Appren- 
ia needed neither face nor character develop 
ment. The boy and girl in Musicland had faces superimposed 
on their bodies with no attempt to make the design come from 
the instrument itself 


ANIMATOR: Bob Wickersham 
—Thru the Mirror. 


A happy-go-lucky tele- 
phone answers his own 
ring, then talks to himself. 
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Fantasias **Sorcerer”s Apprentice,”” it was important 
that they be living and active, but have no feelings and 
no means of communication. In others, such as the 
doorknob in Alice in Wonderland, the specific person- 
ality and suggestions of the friendly but unhelpful door- 
knob were very necessary to the situation. 

In many cases, the personality will be suggested by 
the job the object normally performs. A steamboat 
whistle is big and authoritative. It is almost impossible 
to think of a shy one. A rocking chair is matronly, or 
gossipy, and a bench would be robust and healthy, 
unless it is an old, decrepit one outdoors in a park. 

Some objects have potential faces in their basic 
design, as in cars, with either the headlights or a divided 
windshield being the eyes, while on others there must 
be a face created and superimposed (Musicland). There 
is much more charm and conviction in a character if 
the eyes and mouth can grow out of the natural appear- 
ance, such as the telephone in Thru the Mirror, but 
when this is not possible great care should be taken to 
make the additions as believable as possible. Some- 
times the character is more provocative without a face 
at all, if his whole being can convey the pantomime to 
show his attitudes. The magician’s hat that Pluto 
encounters in Mickey’s Grand Opera needs nothing 
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more to show its reaction to this big dog intruding in 
such an offensive way. A face would have been wron: 
because it would have destroyed the elements of fan- 
tasy that made the hat so entertaining. 

Many people insist that most of the machines ir 
their lives have personalities that are clearly apparent 
the elevator that works only when it wants to (and 
goes particularly slow when its occupant is in a hurr 
the car that will not start (or seems to sulk when no 
treated just right); the door that always sticks when il 
can cause the most trouble; the typewriter that contin: 
ually reverses letters in the words—we are surrounde 
by objects that do seem to have minds of their own. T 
find the face in the design of these objects, and on 
that expresses the feelings that we already have sensed 
is the problem for the artist. To move the parts of this 
design so that it has a suitable personality and seem: 
believable is the problem of the animator. 


The Illusion of Life 


In the final sequence of The Rescuers, the villa 
Medusa is being pulled behind the swampmobile by a 
rope. She is bouncing and splashing around as she is 


dragged along and takes quite a beating. We all sug- 
gested additional gags that would make the situation 
even funnier, but the director hesitated: “I don't want 

E more gags; I want to know how she is feeling about 
this. Let's put in a close-up of her face as she comes 
up out of the water—the action is funnier if we've 
seen what she's thinking!" 

This incident illustrates the drive that has run through 
all the Disney films, the way of thinking about enter- 
tuinment that led to such a high degree of art in the 
animation. An interviewer asks 

"What's funny about a hat sneaking up on a dog?" 


“It depends on the hat's personality—what kind of 
a guy he is.” 

“Then how do you make a hat into a believable 
character?" 

"The same way you made a crude cartoon dog into 
Pluto. By showing the emotions. How else do you get 
life into anything?” 

Veteran artist Mel Shaw added a thought, “It is a 
personal thing. You're taking the whole personality 
and character and making that person believable in 
motion and E-motion. That's the art of animation for 
me. 
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has been 
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Disney 
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With all of the forms of outstanding entertainment 
devised by Walt Disney, the most original and unusual 
contribution is still this quality of life with which he 
endowed all of his characters. From the first bashful 
Mickey, hoping for a kiss from Minnie, down through 
the growing fear and panic that King Midas felt as he 
realized he was going to starve to death because of his 

to the dramatic richness of seven bachelor min- 


ers falling in love with an innocent young girl, it has 


been the characters’ emotions that have made the 
Disney films great 

The animators at the Disney studio have created 
many great characters over some fifty years of picture: 


making, characters that have motivated stories, brought 
sequences to life, and endeared themselves to audi- | 
ences around the world. There is something of magic 

in the whole process that comes from the very act of \ 
creativity, individually and collectively, that transcends \ 
the single steps of production. It is more than a draw- 

ing and more than an idea. Possibly it is the love we 

feel for characters so heroic, so tender and funny and 

exciting—all of them entertaining, yet each different, 

each thinking his own thoughts, and experiencing his 

own emotions. That is what makes them so real, and 

that is what makes them so memorable. It is also what 

gives them the astounding illusion of life. 


Points to Remember | 
When Animating Emotions 


1. Make sure the emotional state of the characte 
clearly defined. 

2. The thought process reveals the feeling, 
times it can be shown with a single, held 
ing or a simple move. Other times there 
be gestures, body moves, or full action, D 
mine which is best in each case, 

3. Be alert to use of cutting and camera in 
accentuate the emotion. 

4. Ask yourself constantly: 

What am I trying to say here? 

What do I really want to show? 

How do I want the audience to react? 

5. Use the element of time wisely: 

to establish the emotion of the character, 
to convey it to the viewers, 
to let them savor the situation, 

Don't be ponderous, but don’t take it away 

them just as they start to enjoy it. 


Lady and the Tramp 


1s. Other Types of Animation 
—and the Future 


"We're searching here, trying to get away from the cut and dried handling of things all the way through— 
everything—and the only way to do it is to leave things open until we have completely explored every bit 


ofi" 


Not all the Disney films depended on the illusion of 
life for their success. Walt was interested in enter- 
tainment, and that broad field included more than 
stories told through believable characters. He loved to 
see actions that moved in perfect sync with music, 
flowing or accenting or surging, wherever the sound 
led. He sought beauty, not only as a background for a 
storytelling episode but for itself, in design and colors 
and mood. He enjoyed making the comedies full of 
gags, and he liked to create new characters, but he 
also wanted to try films where the story was sub- 
aphies, pictures without gags, with 
just the good feeling he got out of seeing great art- 
work, He told his crew at an early meeting on the 
“Nutcracker Suite" sequence in Fantasia, “lt should 
be something beautiful and something fantastic—a 
will-o'-the-wisp feeling.” 

It was the audiences who selected the cute, round, 
anthropomorphic animals with rich personalities as the 
type of characters they liked best. This may have 
represented the most difficult and highest form of our 
art, but it was by no means the only product of either 
the studio or Walt's fertile imagina 


Walt Disney 


‘The notes from the story meetings on Fantasia reveal 
the way he went about trying to capture a new and 
illusive concept.“*If we don't attempt to weave story 
here, it will be more enjoyable. . . . Our overall effect 
is the most important thing." In the “Nutcracker 
Suite," Walt did not want to waste footage on show- 
ing the Nutcracker and the girl watching this series of 
dances (as was done in the original ballet), but, in- 
stead, he was looking for something in each section 
interesting in itself. “It’s the fairyland thing we are 
picturing."* 

He had thought of the Chinese dance as something 
with a group of lizards wearing flowers in the shape of 
coolie hats, and the Russian dance as more comic, 
using turtles with their heads going in and out. Several 
of our finest artists were working on this and were, 
daily, presenting ideas and drawings, everything from 
the characters’ appearance to the whole visual con- 
cept. Although Walt liked many of their suggestions, 
there was still something missing; just handsome art- 
work was not enough 

He had often said, “When I’m interested in some- 
thing, I want to see what's going on,” and that ex- 
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pressed as well as anything his dissatisfaction with 
these early drawings. There was not enough “going 
on." There was not enough of an idea, yet, for a 
picture to be started. 

Then, one day he saw a drawing of a mushroom that 
Elmer Plummer had made. Walt immediately saw a 
potential that far surpassed anything that could have 
been done with the lizards, He started talking of how a 
mushroom even looked Chinese, how it could do a 
certain type of dance, and soon he had added another 


mushroom who was always out of step and causing 
trouble for the whole group: This did not happen in a 
day in one meeting, but it did become a solid, 
Unified idea that even without a story would hold any 
one's interest. Walt said, * 
ber it—every time they look at 
they'll try to see those Chinese. 
At the same time, he was developing his thoughts 


people will remem 
mushroom after that 


on the other dances, searching for ideas that matched 
the music. He liked the tiny fairies moving from plant 
to plant making everything sparkle and glisten as they 
waved their wands: first the dewdrop fairies “make 
the spider web look like it's made of pearls—iheir 


own light follows these fairies a 
it up is the f 

Then Walt began to wonder if they could represent 
the seasons and group certain effects together on that 
basis. "That's where we bring in Fall—and bring in 
the wind and the seed pods—but don't try to tell a 
story—just the three seasons. Those big brown 
leaves drop down and whirl around making patterns of 
movement against the wind from the sky." Rather 
than a story, it was a progression of ideas that built 10 


ound—all that lights 
ries." 


pictures and movements, which were increasingly more 
interesting. 

The music was helping the idea more than anyone: 
realized, by giving a structure and a development of 
thematic material that, in itself, carried. the audience 
ked the 
certainly 
when Fantasia is run without sound it seems vague 
purpose or direction 
I the right ingredients had been found, there 
zingly complete unit of entertainment, 


along. Possibly lesser music would have | 


strength to sustain so much picture foot 


was an a 


Music, design, action, and color all worked together, 
refl a unity of thought that combined authority 
with beauty pretty, 
and the ideas were not scattered in a hodgepodge pres 
It was exciting. 


It was not shi 


llow or merely 


sentation 
Ev 
of Bach's 


more adventurous was the vis 


ial interpretation 
which had no repres 
sentation of real forms, only colors and shapes and 
movement that matched the feeling of the music. Wall 
had stated, 
else has done in the abstract 


“Toce: 


and Fugue, 


e don't want to follow what anyone 
We have never dealt it 


the abstract; we have given things a reason for existing, 
nce that it could hape 
Y Now he had to feel his owm 


and tried to convince the au 
pen, or was possible. 
way into this new area and find pictures that woulda 
more than just dazzle or stimulate; they would have i 
reach an audience and hold 

As all the parts began to relate, Walt became mot 


interest 
enthusiastic over the possibilities in these experiments 
tal ideas, which were f ing. 
The artists had created startling new visual effects, the 
technicians were putting things on film that searelf 
could be believed, the music tracks were exciting, and 
Fantasound, the new sound system developed especial 
for this show, was a whole experience in itself, Wall 


ahead of anyone's 


was fascinated: if we can get what we're after 
here, on the screen, with that music put over the way 
Wwe can put it over—I believe it's going to knock every- 
body out; they just won't believe it. It's an entirely 
new field opened up for our medium.” 

But Fantasia had no chance to knock everybody 
out, Even though it ran for a record-breaking fifty-one 
weeks in New York, and thirty-nine in Los Angeles, 
the special sound equipment required limited it to only 
3 few theaters across the country, and most of the 
regular theater patrons had no opportunity to see it. 
‘The opening, late in 1940, coincided with the escala- 
tion of the war in Europe. Growing tension in this 
country, along with the studio’s losing its foreign mar- 
kets, made it impossible to expand the production ideas 
Walt was so eager to try. Fantasia #2, which was 
well past the planning stage, was abandoned, and the 
two segments already in work, “Clair de Lune" and 
“Peter and the Wolf," were reworked and used in 
later pictures. This ippointment to Walt and 
s. all of whom had been 
excited about the intriguing future of animation. We 
still wonder what we would be working on today if 


as a di 
to the staff of 1200 employe 


Fantasia had been as popular as Snow White 
Fantasía had given our artists the best opportunity 
to use both their imaginations and different kinds of 
graphics, but even more was attempted over the next 
ten years. The showcase for most of this experiment 
tion was the “package pictures," The Three Cabal. 
leros, Make Mine Music, and Melody Time, which 
combined several delightful themes into one feature 
film, like a variety show. They gave the staff a chance 
t0 try out intriguing ideas that were not strong enough 
lo sustain more than ten or fifteen minutes. Many of 
these ideas introduced a new style of drawing and de- 
sign that was an important part of the whole concept 
Choosing the style for a picture follows the same 
guidelines as choosing the design of the characters. 
The style must emphasize the elements that tell the 
story best, create the moods, and establish the degree 
of sincerity for the complete idea. A somber topic will 
be handled quite differently from a frivolous one, in all 
graphic aspects, and the choice of what is best for the 
subject matter is one that must be considered carefully 
alt wanted each of our features to have an indi- 
vidual style that would be different from any of the 


others. Snow White was done with soft watercolor 
washes so reminiscent of old book illustrations; Alice 
in Wonderland combined a more modern design with 
unique color combinations, to make it look slightly 
weird and zany; Lady and the Tramp was made of 
nostalgia, like an old postcard, with bright, sunny col. 
ors and soft edges. 101 Dalmatians used a strong 
linear treatment, with flat swatches of color in the 
backgrounds to match the handling of the characters 

For Sleeping Beauty, the opposite was tried: the 
design of the characters was altered to fit the overall 
design of the backgrounds. Stylist Eyvind Earle had 
done the inspirational sketches that caught Walt's eye, 
and now the sparkling results that came from the flat 
colors used in two-dimensional patterns was calling 
for a new type of drawing in the ani 
though four and five 


Even 


ation. 
hours were required to make 
some of the drawings, the end result was a gorgeous 
tapestry of colors and pleasing shapes—cold and pon 
derous, but startling. The pageantry of the Middle 
Ages was captured with a magnificence that never will 
be duplicated again in this form; and when viewed on 
the wide screen required by the 70mm film used for 
this one production, it is extremely impressive. 

To make the most effective use of this visual mate- 
rial, storyman Ed Penner worked out an involved sce- 


arist: Martin Prov 
Peter and the Woll 


First suggestions or 
fief s musical stor 
strong feeling of l 
folk ari. 


nario that relied not so much on character identification 
as a busy sequence of events that romped along with 
good pacing and surprising twists. The story, being 
highly romantic, called for warmth and humor and 
dramatic moments more than austere design, and un- 
questionably we surrendered some audience involve- 
ment to this strong style. Still, we have not made a 
Comparable feature with so much beauty in both appear- 
ance and color and such consistent treatment from 
start to finish—which was just what Walt wanted for 
the picture, 

Careful attention always should be given to the value 
of the graphics in any film, for the whole product 
rapidly can become barren and dull and earthbound 
without some excellence in drawing, design, and color. 
‘This is easy to forget under the pressure to put a story 
on the screen that will live and build and captivate. 

Good design, in itself, will make the drawings clearer 
and the ideas behind them easier to see and under- 


because it has been chosen, in the first place, as the 
best way of presenting the idea. It is a difficult point to 
put into words, since it is made up of taste and judg- 
ment and talent and sensitivity, While the audiences 
may not seem to notice, they sense the difference, and 
they are drawn to the object with the better design. It 
is one of the differences between Disneyland and the 
average amusement park. 

Walt's search for the solid, unified idea that made 
the graphics hold an audience is probably the closest. 
we can get to an explanation of what constitutes suc- 
cessful visual communication. Today, most people refer 
to that kind of an idea as "'story." Bruno Bozzetto, 
the Italian animator, designer, and producer, stressed 
this on a visit to the studio, “The first thing is always 
the story—not a drawing or a background—but a story 
1 want to tell. Then I choose the medium." He went 
on to emphasize the importance of making that story 
as strong and as rich as possible. “Dis 
tastic storyteller,” he said. “There's never a moment 
in his films in which you relax; the story is always 
moving. 

Whatever the idea, it will be told better and in a 
more interesting way with a style that is supportive 
and compatible, Like a good caricature, it will help to 
achieve the essence of a particular idea that makes 


anrist: Richmond (Dick) Kelsey — Trees. 


good work so memorable. All of the elements b 
presented—story, character, animation, color, mu 
design—must contribute to the one statement, th 
all concept. 


Still Pictures and 
Limited Animation 


A picture that has no movement will go “dead” 
screen in only a few seconds, no matter how 
ling its elements. Moving the camera about will 
but only two factors really can keep the fo 


"alive": a story idea that moves the audience, or a 
ound track that has meaning of its own. 

If Walt saw a sketch or painting that he particularly 
iked, he would look for a way to get it on the screen 
ust the way it was, and then figure out how to keep it 
here long enough for the audience to enjoy it, too. 

In The Three Caballeros, Mary Blair's charming 
vintings of the Mexican children acting out Las Posa- 
as had only the movement of the flames on the can- 
les, but they held the audience's interest because they 
lustrated a story. In another place in the same picture, 
nore of Mary's paintings were used with no story or 
ontinuity; however, a song, telling of the wonders of 


Mexico, made an appealing sound track that supported 
the fine artwork. 

Joyce Kilmer's poem Trees set to music by Oscar 
Rasbach provided the sound track for a film with no 
animation that made extensive use of camera move- 
‘ment, gently probing and searching, moving in and 
‘out and examining the details of paintings. Dick Kelsey, 
stylist and painter, had a remarkable talent for drawing 
trees that had strength and beauty and a unique design, 
combined with a color sense that was extremely per- 
sonal and exciting. The sound track (in Melody Time) 
offered little variety in either mood or tempo, so the 
camera moves were restricted in the textures that might 
otherwise have been more interesting, but this is still 
an excellent example of what can be done with only 
still paintings and imagination, 

‘The titles for The Rescuers were done in much the 
same way, using Mel Shaw's pastel renderings as illus- 
trations of the journey of a lonely bottle, from the 
swamps along the Gulf of Mexico to New York har- 
bor. It was felt that full animation of this subject mat- 
ter would not be as effective as the glowing colors and 
rich detail in the pastels. The orchestral treatment of 
the song, *“The Journey, " allowed a greater variety of 
camera moves here, some even suggesting movement 
in Mel's superb drawings. 

"Baby Weems," a short film from The Reluctant 
Dragon (1941), was presented the way a storyman 
might tell his narrative from the sketches on the story- 
boards. Since it was made up of separate sketches, 
there was neither reason nor justification for any move- 
ment. Still, to make the picture clear and more inter- 
esting, limited movements were added here and there, 
just an arm, ora leg, or a simulated walk, or perhaps a 
moving jaw during dialogue. It was effective, econom- 
ical, and soon picked up by other studios searching for 
a cheaper way to fill the Saturday morning TV de- 
mands. It became known as 


“limited animation.” 


Animated Designs 


Most of the scenes of **The Nutcracker Suite’’ in Fan- 
asia had little more than the animation of designed 
shapes of flowers and frost and snowflakes, or the 
changing light in this special wonderland as a fairy 


darted by. Even these fully animated characters were 
subordinated to the pictorial effects of the scenes, yet 


this was enough to sustain nearly fifteen minutes of 
film. 

‘Toccata and Fugue," also from Fantasia, probed 
in another direction, combining abstract designs and 
undefined shapes with pure music. Once again, top 
quality effects animation was needed to match the mood 
of the track, in both syne and feeling. All of the tech. 
I advancements were called upon to create visual 
images that carried the same depth and power as the 


ni 


music, The Three Caballeros contained more experi 
mentation with the animation of designs, but due to 
budget restrictions dui 


ng the war it is less pretentious 
though just as imaginative and revolutionary, with more 
emphasis on the changing of shapes as they animated. 
Because of the Mexican background in this part of the 
film, the designs were based on Mexican and Indian 


motifs, and, in some cases, Donald Duck was intro- 
duced working through the evolving patterns. While 
he added little to the artistic merit of the sequence, he 
brought the audience into the film in a way that the 
geometric designs never could have by themselves 
An intriguing idea that never reached completion 
was Salvador Dali's visualization of a song, “Destino,” 
written by Armando Dominquez. Working with John 
Hench, Dali had put together a whole storyboard of 
the surrealistic drawings that had made him famous, 
but, unfortunately, the project was cancelled with only 
‘one scene ever put on film. As a short interlude in the 
feature film it would have been provocative, whether 


people followed the ideas or understood any of it or 
not. Dali and Walt got along very well, but the picture 
was not becoming quite what either of them had hoped 
When they started, so it was abandoned, by mutual 
agreement 


Probably the most charming of the films that were 
essentially the animation of design elements was found 
in the introduction to “Baia” in The Three Caballe- 


annist: J. Gordon | 
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ros. Mary Blair had made a dazzling sketch of the 
Brazilian jungle with a tiny ng 
along to a samba beat. Les Clark animated the train, 
keeping the drawing so that it matched perfectly to 
Mary's overall picture. TI 


colorful train jog; 


were no demands on the 
animation, other than to keep the design elements in 
the movements, while the little locomotive chugged 
al 


met several problems along the way, which kept the 


g the track to the station at the end of the line. It 


idea alive and added interest to the progression through 
the jungle, but the outstanding design in the original 
concept contributed the most to making the sequence 


memorable. 


smusr. Mary Blair 
animaron: Eric Larson 
‘Once Upon a Winter: 
time," Melody Time. 


Strong Design 
With Animated Characters 


Usually the animator must give up his best tools of 
communication if he limits his drawing to the 


tions of a strong design, but in "Once Upon a Winter 
time,” in the feature Melody Time 
ing with director Ham Luske 


styli 


Eric Larson, work 
animated Mary Blair's 


ed ideas with great success. He bordered on lim 


ited animation where he could, moving the whole char 
acter stiffly, but timed it so convincingly that everything 
worked. It was impossible ever to become really con 
cerned or involved with either the characters or the 
story, but it was entertaining and delightful, and showed 
that designs could be animated successfully when the 


whole idea was properly unified, There was a nostil 


gic song setting the mood, and a simple story thit 


called for a quaint, unreal quality, so the special kind 
of animation fit in perfectly, without losing life oF 
warmth or the needed communication. 

Melody Time offered another venture into pure design 
animation, with a popu Flight of the 
Bumble Bee ie Woogie rhythm. Called 


“Bumble Boogie 


ar rendition of 


done in Boo, 


it featured musical symbols move 


ing in a wild turmoil to match the excitement of the 
score. There was little story, other than the plight of 
the bee trying to escape this mad world of sharps and 
flats and staff signs and notes all dashing about in a 
dizzy abstraction. 

A particularly fascinating device was to paint or 
draw the pictures as needed, just ahead of the action—a 
sort of “Draw as you go." Sometimes the main char- 
acter would be in the scene, progressing down the 
street, or climbing stairs, or viewing the scenery, wi 
all of this background material being added just at the 
last moment. At other times, the entire screen would 
be empty, and a brush would paint the picture as you 
watched. The whole scene could be floated on from 


ANMATORS — Characters, 
Fred Moore. Paint brush. 
Josh Meador— 
“Aquarela do Brasil,” 
Saludos Amigos. 


animator: Fred Moore— 
“All the Cats Join In 
Make Mine Music. 


one magic brush filled with watercolor, or the brush 
actually could paint each detail while you watched. It 
was always surprising and often exciting 

Imaginative use of this technique was combined with 
an extremely simple style of drawing in “All the Cats 
Join In," done for Make Mine Music. The story line 
was simply that a group of teenagers got together at 
the local drugstore to dance to the juke box, but with 
Fred Moore's animation it set a style that has influ- 
enced other filmmakers ever since. The clean, simple 
design of the characters, the appeal of the drawings, 
the strong outline, the directness of approach combined 
with the syne to the music and the crispness of the 
timing were worth copying 


Styled Animation 


Ward Kimbull found an excellent medium for his brand 
of humor in the styled animation of Toot, Whistle, 
Plunk, and Boom and the later TV specials he directed 
about man and his varied activities in space. The term 
“styled” means that the whole idea has been conceived. 
with a dominant design that will influence both the 
appearance and the action of the characters. 

Not everyone can adapt his work to this kind of 
thinking, Art Stevens, key animator on these films, 
“Give some guys a styled character and they 
don't know how to move it—you can't make it move 
realistically.” If the story concept is realistic, then the 
animation must be realistic, too. But if it is a styled 
concept, then the character must move in a special 
way that is compatible with that style. The two do not 
seem to mix. 

This type of animation is only illustrating rather 
than sustaining the story, so you are free to engage in a 
completely different form of caricature. Both Art and 
Julius Svendsen became adept at animating movements 
that fit this type of design 

‘The chief reason for selecting a strongly designed 
style is to use a stronger type of caricature, which is 
particularly well suited to satire and commentary on 
the world we live in. These characters are created to 
do a different type of job and are not interchangeable 
with those from other styles of animation. The cavemen 
in Toot, Whistle . . . could never play the role of the 
puppeteer in Pinocchio, and Stromboli would be just 
as wrong plucking a harp string or blowing on a raspy 
reed. The design of each was determined by the needs 
of the story and developed through the requirements of 


avaro: Ward Kimball 
Victory Through Air 
Power. 


the role. It is unique to that one particular show. Art 
Stevens concluded with this thought: "The characters 
in Toot, Whistle aren't flesh and blood, 
move in a more abstract way—but you aren't saying 
that one isn't as entertaining as the other.” 
Victory Through Air Power began with a short his 
tory of aviation done in an engaging style created 
T. Hee. By removing the re 
removed the horror and 


than other types of styled animation, As is often th 
case in these films the basic humor is in the drawing 
itself, and the animator must be careful that his 


tions do not weaken the communication already 


Imagination Unlimited 


Man and the Moon, directed by Ward Kimball, 
tured a simulated flight to the moon long before NAS! 
was sure anyone really would be going there, $ 
were built and costumes created, but for the rocket 


assignment. His experiences with background, 
and the labs, dating back through Snow White, 
him well suited for this exacting job. With te 
assistance from rocket expert Wernher von Braun, 
whole procedure from launch to circling the moon 
so well conceived that when the actual flight was mad 
more than twelve years later, many of the details 
just as they had been shown in the film 


Noah's Ark, released in 1959, was made by Bill 
Justi 


nd Xavier Atencio and featured the astounding 
caricatures of animals done by T. Hee. Bill did the 
stop motion work under the camera, moving the little 


figures in special ways, and T. cr 


ated a whole jungle 
of improbable animals from the simple items found in 
any variety store 


Bill Justice teamed up with X. Atencio 


ain, to 
design, construct, and 


nove the colored paper charac 
ters used in several TV shows. Movement by stop 
motion has been a favorite of filmmakers for many 


years. because it saves the time of making extra draw 


ings and fully utilizes the appeal of one good-looking 


design. There is a fascination to the movement when 


the viewer can reco 


ze and identify the elements 
being used, whether they are made of paper, sand. 


The three films about Winnie 1 


e Pooh made con. 
stant reference to the book from which the episodes 
were animated, and, to keep this idea alive, shots of 


the book itself and the printed lettes 


on the page were 
used repeatedly. When the wind was blowing in Blus: 
tery Day, it blew the type right off the page. When the 


flood came later, the water dissolved the type 


washed it away 


Often the scenes were designed as 


illus 


ions in the book, and the figures moved about 


within those limitations, or hopped across the page to 


a new location. It was only an inventive device, but it 
fit the mood of the films, keepi 


of the ox 


g some of the whimsy 


ginal stories. 


LING AND LAYOUT 
Ken O'Connor 

Man in Space and Ma 
the Moon, 


Winnie the Pooh 


anrists: Children of 
schools in Inverness 
The Loch Ness Monster. D 


artist: Mel Shaw 
The Black Cauldron 
Everyone has looked into 
the top of the whirlpool, but 
what does the bottom look 
like? This one is the secret 
entrance t0 an under 
ground world, and Mel's 
drawing makes it all seem 
very plausible 


arnis: Mary Blair 
Alice in Wonderland. 
Mary's drawings had a spe 
cial appeal for Walt. Here 
she shows her unique ap 
proach to the introduction 
of the famed Tulgey Woods 
Who else would have con: 
ceived of the entrance to a 
forest as a doorway? Such 
‘drawings opened up our 
thinking and started a more 
imaginative approach to 
our own work. 


Before the days of space 
exploration, our artists 
wondered what we might 
find on other planets. 


(At top and below.) 


When a film was being made about the Loch Ness 
monster, school children were asked to draw their ideas 
of how ""Nessie"" should look. These delightful draw 


ings were incorpora 


ed into the style of one section 
of the film, with cert 
movement, Considerable inventiveness was needed to 
animate suggestions from the schoolroom, but it made 
a charming bit of entertainment 


in of the drawings going into 


Strong Personalities with a 
Different Type of Life 


While Mickey Mouse was giving up his formerly pre: 
posterous antics to become more of a human hero, his 


pals Donald and Goofy were developing a wilder, 
broader type of comedy, where the incident was more 
believable than the character. Both types of animation 
relied primarily on personality, but where Mickey 
supported his sincerity with believable actions his 
buddies engaged in the most improbable activities. 


arrisr- Tyrus Wong— 
Bambi. 


annist: Kay Nielsen. 
“Ave Maria,” Fantasia. 


Kay Nielsen was not at the 
Studio long enough to influ- 
ence many pictures, but he 
had a profound effect on 
the design of both the “Ave 
Maria” and "Night on 
Bald Mountain” sequences 
in Fantasia. The glow of 
the candles carried by the 
hooded figures proved to be 
an impossible problem in 
production, but the glory 
of this concept for the scene 
made everyone keep trying 


Ty's delicate pastel of 
frightened quail hiding in 
the grass plays on the view: 

er's imagination by not 
showing him everything— 
just enough for him to sense 
the mood and the feeling of 
the forest creatures 


They could fall 2000 feet, be electrocuted, blown up. 
cut into sections, burned, flattened, drowned, even 
frozen in a cake of ice, yet be right back in fighting 
shape in a matter of seconds. The only thing that could 
not be destroyed was the personality 

In How To Ride A Horse, the first of the long series 


of pseudo-instructional films starring Goofy, a format 
was established that opened another door for the ani 


mators. Any device that a teacher might use to demon- 
strate a point was used with Goofy as the subject. He 
was drawn as a chart in white lines, used as a diagram, 
shown in simulated slow motion, run backward and 
forward, and through it all he could still react to what 
was being done. 

ren the role of the narrator? was caricatured to be 
an integral part of the comedy. He would speak about 


Goofy, commenting on his actions ("You will notice 
that the subject raises his leg high 
his performance (“No, no, not that way! 
lessly leaving him in an awkward predicament while 
expounding the philosophy of the whole subject. This 
idea of putting the star of the picture through such 
rigorous treatment led to the development of new tech- 
niques in the use of held drawings, limited animation, 
and limited life, unified only by Goofy's indomitable 
personality. The films were highly entertaining and, 
since they had practically no story, relied on strong 
gags, clear staging, brisk timing, surprising actions, 
and a fast tempo. 

All manner of camera tricks were used to heighten 
the effects. When the first combat film footage came 
back from the war zones in the early forties, it revealed 
that the camera itself was jarred by the force of nearby 
explosions. Practically the next day, the cartoon cam- 
era would be jarred when Goofy walked into a wall 
(actually, the jar was simulated by moving the pegs 
back and forth a brief moment). Vibration gags and 
animated effects had been used for several years, but 
the crew was looking for new tricks that would give 
more impact. When the Goof hit that wall, they wanted 
the audience to feel it! It was not necessary that any- 
one believe in the character as a sincere entity, only 
that the beating he took was real. 

‘The Pink Elephants sequence in Dumbo called for 
much inventiveness from the animators. No matter 
how peculiar or impossible the picture on the screen, it 
had to move convincingly and in keeping with the 
whole weird dream the little elephant was having. 
Instead of moving the characters in terms of a believa- 
ble personality, the emphasis was put on the anima- 
tor’s ability to surprise the audience with actions that 
are completely beyond anyone's experience 

Ward Kimball was a master of this type of inven- 
tion, astounding the industry, first, with his handling 
of the title song from The Three Caballeros, and con- 
tinuing that special type of madness through “Pecos 
Bill” in Melody Time. Ward had a way of disregarding 
logic when it suited him and of getting right to the 
heart of the matter. He was caricaturing the whole idea 
of his sequence, not just the action or the character. 
which enabled him to make a very direct and pure 
statement of what he considered funny. His scenes 


Annaror- Howard Swift 
The Pink Elephants— Dumbo. 


u$ 


spawned a whole wave of preposterous actions and 
brittle timing throughout the industry. 

‘The Brazilians have a bird that is considered com- 
pletely crazy and apt to do just about anything—the 
Aracuan bird. To animate him was a special challenge 
to Eric Larson, for if the bird will do anything what is 
left for the artist to contribute or caricature? Eric found 
a way that was light and zany and so unexpected that 
Walt later had a whole short built around the charac- 
ter, Clown of the Jungle. Part of the craziness was 
fact that the bird did not even follow the rules 
picture making, defying perspective, cutting, and sce 
planning. He would walk anywhere, around the 
borders, in and out of scenes—all the things that nor 
mally confuse an audience—but Eric set this up so 
adroitly that the audiences merely gasped, and laughed 
They probably would not have been surprised if th 
Aracuan bird had walked right out of the screen and 
into the theater beside them. It was a singularly inven 
tive use of full personality animation. 


Combination Live Action 
and Cartoon 


Walt always had felt there was a special fascination in 
combining live action with the cartoon, as he had 
in his very first shorts back in 1923 with the 
pictures, Together, the two mediums create a differen 
kind of fantasy with a potential far beyond what 
one has done. New restrictions are placed on all 
participants, because they are not simply adding 
dimension to the familiar product; they are now 
ing in what is actually a third medium. It must b 
planned more carefully, conceived with even mor 
imagination, and budgeted realistically, but the result 
can be pure magic. 
In The Three Caballeros, there was an elabora 
display of talents and technical proficiency in the 
tion titled “Baia.” The Brazilian singer and entera 
Aurora Miranda, with a chorus of musicians and dan 
ers, worked on a stage set that combined anim 
buildings with real streets, drawn props with real str 
tures, painted illusions with reality. It worked p 
larly well because the “real”? parts were only th 
sets in the first place, and had been designed with fl 


armaron: Eric Larson— 
The Three Caballeros, 
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surfaces and simple shapes so they would match the J 
drawings that had to be part of the whole composition pu 
Working in and out of this maze of actors and props The Three C 


and backgrounds was Donald Duck, with his newfound 
fr 


nd José Carioca. In some cases t 


inimation was 
done first, and the live actors had to react to the timing 
and action set by the cartoon characters. In other scenes, 
Aurora and her companions were photographed first 
and the animators had to match their drawings to the 
the animation was 
. which 


live characters. In the first cas 


projected onto the back of a translucent scree 
became the background behind the actors, In the sec 
ond, the artists matched their drawings to photostats of 


the actors, and the two pieces of film were combined 
later in the optical printer 

In either case, it is difficult to know how the final 
pieces will all fit together and to judge how anyone 
should act (whether human or cartoon) in any particu- 
lar scene, since half the scene is still in the 
minds of many other people. The audien 
aware of the proble: 


creative 


s are never 
is or difficulties, or the discus- 


sions that have brought this all to a magical conclu- 
sion, for if it has been done well they are enthralled, 
believing that somehow, all of it is real and happe 
right before their eyes. 


lt Kahl 
South. 


ank Thomas 
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Song of the South, produced in 1946, kept the car 
toon segments separate and complete for the most part 
[ 


scenes and careful story work that the result was one 


t integrated them so well with the few connecting 


of the studio's most successful. It was also one of the 
favorite films of the animators who worked on the 
sequences, for it combined broad characters with strong 
situations, in a setting that was pure fantasy. Part of 
this came from Bill Peet's excellent story work in 
adapting the Joel Chandler Harris classics about Uncle 


Remus, part of it was the design of the characters 


which offered maximum communication tools to the 


artists, and a very large part was the marvelous voice 
tracks, contributed primarily by the wonderful, multi. 
talented James Baskett. The fact that all of the action 
actually was taking place inside a young boy's mind. 
as he was being told the story, added an extra touch of 
life to the whole concept. 

Mary Poppins, produced eighteen years later, in 
1964, once 


ain placed the live actors in a cartoon 


world, combining backgrounds that were partly real 
and partly drawn, with story situations that put all the 


actors t 


ther. No rear projection was used this time 
however, so all the humans were photo, 
any animation was be 


‚aphed before 


n. Since no one was a second: 


ary character, the normal problems of 


to "play" took precedence over planning for the total 
effect of the scene in its eventual form. The live action 


director had his hands full just staging the action prop- 


erly and getting the ch 


ters to come to life, The 
idea of making any allowances for some little draw 
ings that would be added later was the last thing he 
wanted to hear about 


In fact, Walt encouraged this attitude by telling the 


director: “Don’t worry about what the animators are 
going to do; just make your own stuff as good as you 


can, because those As a result, 


s will top you! 


there was never enough room in the scene for four 


peng 


s, the camera was never at the right angle 10 
show them off to the best advantage, and the action 
was never staged so they would fit into the picture 
Nor was there ever the right amount of time left to do; 
everything called for in the script, Penguins have very 
short legs and cannot fly, so it is almost impossible for 
sd dancer like Dick 


putting four of them in each scene really 


them to keep up with 
Van Dy 


unded the problem. 


Of course, Walt knew exactly what would happen 


The animator would fuss and complain and call a few 


nes, but in the end he would become more inven: 
if 


hing had been made easy for him. No animator 


tive and more entertaining than he would have be 


ever would back away from such a challenge. He might 
scream and rave a bit, but he never would give up and 
admit defeat! And Walt knew that, 100. 

While there might have been more invention in doing 
the scene Walt's way, a better result overall will be 
obtained if the animator and the live action crew can 
cooperate, Without advance planning the animator is 
apt to be left with long continuity scenes to animate 
simply because it was comfortable cutting for the live 
action. He is faced with the awkward job of trying to 
stretch his action, keep his characters alive, and invent 
appropriate bits of useless business, just to fill out the 
footage given to him 

In the animation itself, there are many new prob- 
lems that arise when the drawings are seen, side by 
side, with a real person on film. The cel animation 
always looks flat and shapeless by comparison. It is 
not economically practical to make the perspective 
absolutely accurate in both drawing and action, and it 
is completely impossible to match the lighting on the 
live action figure. If a broad action is used on the 
cartoon character, it will seem out of place and un- 
natural, while a more subdued version may go by 
almost unnoticed. The characters come from different 
worlds, and need special consideration to make them 
compatible 

Worst of all, there will be a lack of weight, no 
‘matter how carefully the action is timed. The subtleties 
of the human form in movement cannot be matched, 
and the caricatured actions that seem so real when 
viewed in an animated film rapidly lose credibility 
alongside the real thing. Such handicaps rather ea 
can be overcome or mi 


imized by careful organization 
of the material—so that the audience's attention is led 


off into other areas. However, rather than waste the 
skill and talent of good animators in doing this, the 
money is better spent planning just how each thing 
should be presented 

Technically, there are a number of ways of combin- 
ing the live actors with their cartoon counterparts, and 
the choice depends on the result desired. Essentially, 
what is needed is two sections of film, each with its own 
separate image, but so arranged that the two pieces fit 
together precisely. If you have that, the wizardry of 
the process lab can combine the two into one impec- 
cable print. Fortunately, that technical aspect is not 


the problem facing the animator, or the layout man, or 
the color consultant, or the background painter. All of 
these people must search for a way to produce a series 
of drawings on the screen that will match in weight, 
texture, shading, color, and perspective the live char- 
acters who are sharing the bit of film with them. 

‘The color almost always comes out too bright, too 
flat, 100 intense, even if the live background has been 
painted in gaudy colors and lit with a very flat lighting 
to burn out all shadows. In addition, there is texture to 
almost everything in the real world, and the flat, shiny 
paint on the sheet of celluloid never quite fits in, 

‘There was a scene in Song of the South that showed 
Uncle Remus fishing beside an old bullfrog, and, for a 
brief moment, everything was perfect in the matching 
of the two mediums, The frog was small, but with 
enough detail so that texture was not a problem, the 
perspective of the drawing was identical to that of the 
live background, and the choice of color was just right 
for everything else. The whole crew had worked just 
as hard on each scene in the sequence, but fortune 
smiled on their efforts a little more warmly on this one 
scene, and it always has been held up as the example 
‘of what is possible in combination footage. 


Educational Films 


During the second World War, the studio had used its 
animation skills to make training films, educational 
films, scientific films, and health films for various 
government agencies. When peace returned, Walt con- 
tinued to probe into other uses of the medium, even 
having a special unit make commercials for the emerg- 
ing TV market, and industrial films for a few corpo- 
rations. Of all these, only the educationals became an 
important division of the company 

Animation is particularly well suited for teaching, 
because of its ability to get inside the mind of the 
viewer, as well as inside any object or subject it is 
covering. Whether it is a philosophic concept, a natu- 
ral phenomenon, or a complex machine, animation 
can make it all come alive in the viewer's imagination. 
‘The series of weather films that explained the anatomy 
of clouds and storms to Navy pilots showed the pow- 
erful elements that scientists knew were there, which 
no one ever will see. 


In a series of films on behavioral alternatives, and 
again in The Story of Menstruation, use was made of 
animation's competence in handling highly personal 
subjects in a very impersonal way. The use of real 
people in either of these sensitive subjects would have 
had the “kids reacting to other kids” as actors, whereas 
drawing the figures allowed the audience to see only 
the idea that was being presented, 

Walt shied away from trying to tell too much in a 
film, saying, “We are not trying to lecture and let 
them think we know a lot and have discovered some- 
thing—it's all in a light mood.” This philosophy kept 
him from the usual pitfalls found in educational films, 
of merely illustrating a dull lecture, or using only dia- 
grams to explain the point. Donald in Mathmagic Land 
had begun as an attempt to explain arithmetic to the 
beginner, but it changed to a more general introduction. 
and orientation, which would remove any concern or 
Worry about the subject while arousing curiosity and 
creating a base for future understanding. Educators 
have acclaimed it as one of the most successful films 
‘on the subject. 

The field of educational films has an almost unlim- 
ited future with very little of its potential explored. 


Audio-Animatronics 


One last use of the animation principles to achieve 
‘communication and entertainment might be mentioned, 
even though it went far beyond just the drawings. 
Walt always had been fascinated with mechanical 
devices and enjoyed doing fine model work himself, 
so it was only natural that his interest would be aroused 
by the automated whistling bird he saw in Europe in 
1948. He bought it immediately and brought it, back to 
his machine shop at the studio, giving it to Roger 
Broggie, the talented head of the shop. Roger had a 
way of making things work, no matter what they were 
or what they were supposed to do, and he had grown 
accustomed to Walt's requests not only for the impos- 
sible but the unthinkable. Now, Walt asked him to tear 
apart the little bird and find out how it worked. 
Before long, other engineers were adapting the prin- 
ciples Roger uncovered to other mechanical figures: 
old Granny Kincaid in her rocking chair, a soft shoe 
dancer, a barbershop quartet, a Chinese head with 


eyes that blinked and a mouth that talked and lips that 
formed letters. These were impressive additions to the 
workshop, and an intriguing hobby for a creative man, 

Ahead of Abraham Lincoln was built with eyes that 
moved, and teeth behind the lips, and suddenly Walt 
was talking about building a whole figure that would 
walk up and down and duplicate the famous gestures 
of our sixteenth president and sit in a chair and be 
just like the man himself, Technical and mechanical 
problems forced him to curtail some of these ideas, 
but to everyone's amazement he did construct a rep- 
lica of Lincoln that has awed millions of people in 
repeated performances. That was only the beginning, 
Show after show was built around the improved fig- 
ure, now dubbed Audio-Animatronics, to fill the Dis- 
ney theme parks and amaze the crowds, 

‘The early experiments had been programmed by the 
technicians who knew how to make a figure perform, 
but they lacked the knowledge of what it should do to 
be entertaining, For this, Walt took the men from his 
animation staff, who could adapt their experience with 


nisms moved in a completely different way, but the 
same principles of communicating with an audience 
did apply, and the highly specialized training these 
‘men had received on the cartoons made them uniquely 
suited for this assignment. 

Mare Davis had the rare ability to make drawings of 
characters in situations that captured a living predic 
ment and stimulated endless ideas of what might hap 
pen next. He could capture a moment in time, ju 
when a relationship of characters was reaching ap 
and present it in a clear and appealing way. This talent 
had given the start to many great story sequences 
the past, so he was an obvious choice for this new 
medium 

As Marc summed up his assignment, “We ac 
try to create a situation and make it believable. I 
working in a field with tremendous limitations on 
you can do with action, so the whole thing hinges 
picture, and it has to be the moment when things: 
pen. Otherwise, you don't have anything.” Walt 
Marc's drawing a “story-telling tableau," which 
really just another way of describing a good 
sketch. 

When the initial drawings for the animatronic fig 


ures were approved, a 
these plans into three-di 
be better for this than a sculptor with a background in 
animation? The man selected was Blaine Gibson, 
whose hobby was sculpture and who already had won 
several prizes. 

Blaine was puzzled about d 


igning one shape that 


annist: Mare Davis—Disneyland Park. 


would work for a whole line of dialogue; for even 
though the figure would move, it could not change its 
attitude extensively. Walt told him, “A good cartoon 
can tell its story without the line of dialogue, and a 
figure with the right expression and attitude requires 
little animation to tell its story.” It seemed that Walt 
had been telling his staff that same thing for many 
years, and it was still the right advice. 

Claude Coats was moved from doing inspirational 
sketches, color keys, and painting backgrounds to help- 
ing design the areas where the animatronic figures 
would be working. He compared the new problems to 
the backgrounds he had painted: “Before the time of 
The Old Mill, the backgrounds had been washed out, 
fat. . . . Now there was a kind of space for the 
character to act in, not quite reality but believable 
space. We're still doing that on these rides; we con- 
sider the space the people move through." He went on 
to say that today the public is so used to seeing things 
on a TV screen that when suddenly they are thrust into 
a designed area that totally surrounds them and become 
Participants in a space, they are overwhelmed. 

If planning actions and designing figures were famil- 
iar jobs to the men from animation, they were in for a 
shock when they began constructing these figures. Plas- 
tic skin had to be created that would survive almost 
continuous stretching and pulling, and eyebrows and 
beards had to be built up by inserting one hair at a 
time. At least the eyes were something that could be 
bought outright, since the manufacture of glass eyes 
had long achieved very high standards 

The studio wrote to American Optical Company in 
Boston, requesting a catalogue and some samples. 
Roger Broggie tells what happened. ‘We received a 
case of some 70 different eyes, which was the method 
used by ophthalmologists to match a patient's eye for 
color. Blaine Gibson selected eyes from these sam- 
ples, but when we ordered 37 pairs of artificial eyes, 
we received several phone calls from Boston asking if 
we were really serious.” It seems that no one ever had 
asked for a pair of eyes before, since the whole point 
was to match the patient's good eye. 

They ran into more trouble when they asked for 
heavy veining in several sets of eyes. As Roger ex- 
plained, ““This was for the Pirate Ride, and Marc and 
Blaine wanted bloodshot eyes in the drunken pirates.” 


Claude Coats— 
schio. 


of the backgrounds 
had a feeling of atmo- 
re and believable 
e. 


The manufacturers eventually understood what was 
behind the strange requests and produced a new line to 
the studio’s specifications. Roger concluded. 
came American Optical Company's lar 

These mechanical figures, carefully designed and 
programmed to communicate and to involve the audi- 


We be 


st customer. 


ence, were more successful than anyone could have 
anticipated. John Hench said of them, “People ge 
more out of it than if there were a real actor there. For 


some reason, those things project—they actually do a 
better job—there's something super human about 
them." Like the cartoons, they touched that special 
world of magic that was the real secret at Disney's. 
When Dick Huemer asked his famous question in the 
early thirties, “What’s the secret over at Disney's 

the answer should not have been “timing nal- 
ysis,” —it was, in fact, that, somehow, the characters 


were made to live in the audience's imagination. 


The Future 


Today, the future of animation looks more exciting 
than at any time in the last forty years. Around the 
world, young artists have been experimenting with 
animation, studying animation, dreaming animation. 
Where the Disney artists had to pioneer and discover 
—and then gradually build up a credibility with the 
audience—today there exists a sophistication and un- 
derstanding that allows ventures into many new fields. 
In addition to the long list of cartoon features the 
Disney studio has created, the small commerci 
dios for years have been producing creative animation 
for TV. That medium, in itself, has trained viewers to 
accept and expect quick communication, brisk cutting, 
short scenes, and clear pictures. The world is familiar 
with animation in many forms and ready for great 
films. 

As the audience has been maturing, the space age 
has created many new materials and fantastic tools for 
artists to use, The video camera, converted to run at 
24 frames a second, made a major change in work 
habits, since a scene could be viewed and corrected 
while it was being animated, New types of computers 
appear on the market almost daily; some claim only to 
replace the more tedious functions of getting the ani- 
mator's drawings on the screen, but others have a 
much more stimulating potentíal, E, Cardon Walker, 
who rose from traffic boy to president of Walt Disney 
Productions, in looking at the variety of electronic 
devices offered the studio, commented that these de- 
vices **. . . will never take the place of . . . the great 
creativity or the artistic ability. Whatever form it's 
photographed in . . . it's still going to require the 
originality, the imagination, and the newness of what 
you do to make it real, to make it last, " 

Just as important are the markets opening up on 
many fronts, from the home entertainment centers to 
new uses of TV itself. For years, the filmmaker has 
been restricted to the ten-minute short, the hour-and- 
ten-minute feature, or the half-hour TV special. Many 
Wonderful stories are ideal for a twenty-minute film, 
and almost unlimited ideas exist for very short sub- 
jects of less than six minutes. A concentrated message 
can have impact, as well as a great capability to delight, 


to charm, inform, provoke—to entertain. Once a mar- 
ket has been found that will make different lengths of 
pictures profitable, whole new areas of exploration 
will be open to fertile minds. And as the sophistication 
of the audience grows, a greater range of subject mat- 
ter will become acceptable, Who can predict what will 
be next? 

Walt was always way ahead of any of us, searching 
for new procedures, new forms of entertainment, and 
we never can think of the future without remembering 
how he turned ideas over in his mind. One theme that 
kept haunting him was the story of Hiawatha, He kept 
bringing it up over the years, trying to find the right 
way to do something with it. He said to us, "There's 
something there, y'know? Something we could do— 
something that's right for us. I don’t know what it is or 
how we'd do it. Don't think of a film, don’t even think 
of a show—don't limit your thinking to a regular the- 
ater. Maybe it's something out in the woods, or on a 
mountain, maybe the people are brought in—or—l 
don't know—but there's something there!" That is the 
way we view the future today. 

In the late thirties, Alexander Woollcott, author and 
critic, visited the studio and was greatly impressed 
with the appearance of the rough pencil tests he was 
shown. All the extra lines that helped construct the 
characters and search out the movement were little 
more than cobwebs on the screen, yet, somehow, they 
seemed to coalesce into a character, causing Woollcott 
to state that there was more creativi 
in any finished animation. Walt always liked the vital- 
ity of the rough animation, but he never found a way to 
use it properly in a picture. Could it be combined with 
live action to suggest the inner ideas or dreams of 
some character? Could it represent a fantasy of wan- 
dering thoughts, of visions, of only half-formed no- 
tions? Could it be a mystical character that was not 
earthbound and only partially formed most of the time? 
In one discussion, Mel Shaw commented, “It just 
seems to me that there's even more of an art form inan 
impressionistic medium out there, somewhere. We 
haven't experimented.“ 

In addition to the excitement of experimenting with 


untried uses of animation, there is always the chal- 
lenge of trying to achieve audience identification 
through other means. How much sympathy can you 
build for a shapeless glob? What technique would you 
use 10 create memorable personalities out of three 
swatches of color? How can you make the audience 
care about a spot of light? The great Russian animator 
and director Fedor Hitruk has had considerable suc- 


cess in building warmth in a situation and a strong 
feeling for his characters, using limited animation, or 
cut-outs, or hinged figures, and stylized designs. How 
much further anyone could go in these directions is not 
known. It would require a special kind of story andan 


inspiring type of design to conjure up a completely 
unique world, but who knows if there are any limits 
to fantasy and imagination? 

Of course, there are some critics who prophesy thal 
animation will not survive the present era. Skyrocketing 
costs have put pictures like Pinocchio and Fantasia far 
beyond anyone's means, but fortunately there is no rede 
son to duplicate cither of these classics. They have 
been done, and now it is time to look forward to the 
challenges that await us, ahead. Cost always has been 
a prime factor; Walt consistently looked for a cheaper 


way to get the same result, or a less expensive resul 
that would still do what was needed. The notes of the 
old story meetings are full of his admonitions to hold 
the cost down and to keep production moving. Even 
on the most elaborate parts of Fantasia, he was cutting 
out “extras” that did not add enough to the scene to 
be worth the expense. No, it is not the cost that will 
hold back the great pictures of tomorrow; it will Be 


lack of creative ability or foresight or planni 


When the uncertainty of the future for ani 


was being discussed, one alarmed student exc 
“It’s too good a medium to let slip away! It can gc 
where nothing else can go—it can show things tha 
can’t be seen! It can show things that exist only in the 
animator's mind! 

The art of animation does indeed wield magic pow 
ers, but competition is coming from two unexpected 
First, there are the inroads from imaginative 
With filters 


exotic printing techniques, 


quarter 
live-action cameramen. special lenses, 
multiple exposures, intr 


cate models, trick lighting, and even the pushing of a 


filmed image through a computer, the cameramen are 


daily eroding the private fantasy-world of the animator 


and his hand-drawn craft. To the alert artist, these 


incursions do not rob him of anything as much as they 


show him a way to free himself from antiquated proce- 
dures—so that he may extend his own reach 


The second and more startling invasion comes from 


advanced equipment used in scientific discoveries that 
gradually are revealing the true nature of our world 
and our universe. It is becoming harder and harder to 
tell the difference between reality and fantasy. From 


unbelievable organisms revealed by electron micros: 


copy, to shapes and colors in the undersea world, to 


N 


ters in Snow 
ime so real and 
pwn throughout 
hatin 1938 they 
ed in a political 
picting the sor- 
small nations of 
er losing their 
security as the 
the Nazis was 


astounding photos from space, we are seeing things 
beyond man’s dreams. From diaphanous, filmy shrouds 
to knobby, armored animals, we are discovering that 
our own world has more beauty, and more awesome 
beings, than anyone ever had envisioned. Just the infi- 
nite variety of the shapes in a spoonful of plankton 
would put any designer to shame. 

If photography now can show us a real world of 
fantasy, as well as a fantasy world that appears to be 
real, what is left for animation to do? The answer, of 
course, lies in the area of personal interpretation, as it 
does with any art form. It may be hard to find things 
that do not really exist anywhere, but how they are 
used in a film, what is said about them, and how they 
relate to other phenomena are jobs for the artist. In this 
area, animation will be around for a long time because 
of its unique ability to communicate. What is needed 
are artists who have something entertaining to say, 
and the training to say it in a way that involves the 


audience? The ancient counsel "Know thyself” is 
full of wisdom, but, for the entertainer, it is possibly 
just as wise to suggest, "Know your audience. " 
When Rodney Rice, the Irish radio personality, was 
interviewing people at the studio, he asked one of the 
Nine Old Men,‘ "Does the animator feel isolated 
from society, living in a dream world?" The answer 
was, “No, he has to be part of the community, parto 
the human experience, to know what to communicate 
and how to do it. He would be both out of date andout 
of touch if he isolated himself." Mr. Rice was sur 
prised. “But don't you have to be wacky to get inside 
the skull of a ducky or a Goofy?” Instead of the li 
answer he had anticipated, he got the straight, 
truth. “No, the things the audience likes about the 
characters are the human characeristics. They can say, 
"That's just like Uncle Joe,” or "Th. 
school,” or ‘Some kids did that to me once! 
That person waiting in the theater has paid 
money, and is now waiting to be entertained. He is 
anxious to help you with your job. As Marcel M; 
told his students, “Don't expect the audience to use its 
energy to come to you—the energy should come fro 
the performer . . . you must reach out and touch them 
Other greats of the entertainment world have 
with this analysis of the audience. The late Jean Re 
outstanding film director, wrote in his memoirs, " 
spectator is a human being, capable of reflection 
therefore, of imagination. Being human, he is attracted 
by the least effort; but also, being human, he is d 
voured with curiosity.'** If M. Renoir is correct, 
best way to involve the spectator in a film is by playin 
on that curiosity with the big idea that has a prog 
sion, leading the spectator in deeper and deeper, 
‘The graphic form used to present this idea can be 
varied as the concepts of the artists, but the sam 
age-old principles of communication still will apply, 
they have for the last two thousand years. They will 
mot change until man's experiences and deductio 
have elevated him to a new state of understanding 
‘The advertising agencies, who have enlivened the 
screens with all kinds of visual stimuli created with the 
aid of electronic technology, still revert to symbols th 
world understands for their subject matter: the cul 
baby, the grandparents, family get-togethers, sun 
a full moon, a miserable, rainy night, the boy-girl 


the way felt in’ 


romance. They may have trained the public to accept 
cutting and camera work and technical ideas that would 
have been completely confusing twenty years earlier, 
but they can communicate their message only through 
symbols that have a broad appeal. 

‘The popularity of the Disney films around the world 
is proof that entertainment values are similar every 
where, in spite of geography and cultural diffe: 
People are people, wherever they live, and while they 
may be attracted to a broad variety of activities and 
subjects, the one thing that always interests them the 
Regardless of techniques, to be 
successful the idea for a film must be presented in 
terms of universal understanding directly related to a 
person's experiences; for the most important experi 
ences are the individual's own. 


ces. 


most is themselves. 


This incident was observed one noon hour, on the 
steps of a building across the way. A girl was waitin, 


impatiently for someone. She obviously was annoyed 
and restless. She was not settling down for a long wait 
but changed her position constantly, and the positions 
were all unusual: crouched and leaning against the 
wall, then leaning against the balustrade, first facing 
it, then with her back to it, waiting —waiting 

Finally the young man came up happily, unsuspect 
ing. She was accusing; he was unprepared, baffled. 
Her frustration bi rs, her h 
dropped. She pointed to her watch, he pointed to 


oke out in t ad was 


his—but he had to bend down, and twist to see into 


her face. He was concerned, loving, but confused. 
he followed. pleading. She accepted 
the situation at last, but she could not forget. They 


walked off tog 


She turned aw: 


ther, but when he tried to take her hand 
she pulled it back and thrust her chin up in the air 
This situation could be presented in almost any 
graphic form without altering its basic strength, You 
feel for both characters, you understand, you identify 


They can be young, ageless, ugly, anatomical, shape- 
less, styled, or only tom pieces of paper—it would not 
matter. The wristwatches are the only props. and they 


are not necessary; they merely are conveniences that 


simplify the communication for anyone who is f 
iar with watches 


All the ingredients are there to reach almost anyone. 
and this is still without introducing any personalities. 
That addition would refine the situation to make it 


funny or sad, ridiculous or poignant 
As the audience's sophistication grows, there is an 
increasing burden on the young animator or filmmaker 


Finding an idea worth putting on film, presenting it 
with enough imagination to capture fleeting interests, 
and involving the audience emotion 


lly is a big assign: 
ment. It is also the very soul of entertainment. Yet, to 
Walt, there was one more component of his films that 


annot be quite classified under just entertainment. 
That was the uplifting feeling that pervades audiences 


as they watch Disney pictures. 


John Hench said of Walt's philosophy, “I know he 
looked at entertainment as something more than escape. 


There was a kind of reassui he always made 


ance- 
people feel good." There was no one scene. or one 
action, or one background that created this sensation, 
but the special feeling stayed with people for days. 
It was the final bit of m: 


We hope that the great pictures of the future will 
have some of this same aura, regardless of the graphic 
forms they take. 


This feeling is needed in our world, 
and the potential is there, as it is in no other art form. 
Mare Davis summed it up very well 
just an incredible medium, and 


Animation is 


it’s just waiting 
and it will be equally 
there's something that came out of 


for another great leader 
great. And yet 
the Disney point of view 
things to life 


this business of bringing 


Randy Cartwright 
the blank paper, 
‘many other youn 
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Analysis of Mickey Mouse 


1. Character and (See figure 1a-some poses following By that I mean if you hav 


Personality 


Mickey seems to be the average young boy 
of no particular age; living in a small 
town, clean living, fun loving, bashful 
around girls, polite and as clever as he 
must be for the particular story. 

In some pictures he has a touch of Fred 
Astaire; in others of Charlie Chap! 
some of Douglas Fairbanks, but in all of 
these there should be some of the young 
boy. 


1. Construction 


A. Mickey's head is drawn as a circle; or 
better as a ball—with the features 
placed on this ball. The eyes and the 
blacks and whites, as well as the 
mouth, are drawn to fit the ball. The 
snout protruding out from the ball, 
and the ears to be drawn as two “not 
quite" circles, overlapping slightly 
into the ball. It is nice to keep the 
black and whites fairly well distrib- 
uted—so to not have too much white 
or vice-versa, 

See illustration (27)-also 4-4a-4b-4c. 

B. The body to be drawn as somewhat 
pear-shape, fairly short and plump. 


that.) 

This is a new procedure on Mickey 
‘and is not meant to change him so 
much as to improve him. Notice on 
(1) and (1a) the change is small but 
makes the body pliable. 

The body should be pliable at all 
times, depending on pose desired on 
extremity of action. 
(See figures 6-7-8-13.) 

If Mickey were taking a deep breath 
we would give him a chest. If he were 
sad we would loosen chest and droop 
shoulders, etc. 

The body could be thought of as 
having a certain volume, so when it is 
stretched it should grow thinner or 
plumper as it is squashed. 

If the body is stretched out to an ex- 
treme for anything, do not leave it 
stretched out long enough to see. 
The body can assume anatomy as it 
needed; such as a chest, stomach, 
fanny—according to pose. 

In distorting Mickey's body—it is 
always a good idea to compare this 
new body with the old one, (Fig. 1), to 
keep it from getting too long. 

For distorting Mickey's body, see fig- 
ures (20-20a-20b-also 21-21a-21b) 


in a scene with lots of wild. 
is likely to grow tall 
even when you come to a p 
is good to compare your di 
the old Mickey just for he 
For suggestions of poses 
tomy”) see figures (8-11-1 
to 26 inclusive.) 

These drawings do not 
as many poses as there 
Mickey, but are there to 
of getting poses—or m 
putting anatomy on Micke 
pose. 

Mickey is approximate 
high—so from the bottom 
body—it should equal a h 

‘The shoes (see figures) 
large and bulky—a medi 
hard and soft—flexible 
help animation, but stiff 
shoes. For instance, do not! 
too floppy on a walk, But th 
mean they can’t be distorte 
action. 

The legs are better d 
from the pant leg to the sho 
larger at the shoe with the ki 
ing low on the leg. This also 
the arms; the hands being fal 
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nr. Handling of Mickey in 

Animation 

Micxey has already been compared to a 
young boy, so, of course, he should be 
handled as that. His poses, not only hold 
poses, but positions of body while walk- 
ing, running, talking, etc., should contain 
the young boy feeling. 

Mickey is cuter when drawn with small 
shoulders, with a suggestion of stomach 
and fanny—and, I like him pigeon-toed. 
The pigeon-toes are more of a suggestion 
because I like to think of him that way. 
There are many times when his feet would 
be pointed, toes out, and in those cases, 
pigeon-toes would be bad. 

The small shoulder effect can be had by 
starting the arms further down on body. 
Don't let this keep you from using the 
shoulders when needed for a pose, take, 
or any kind of action. See Fig. (7-13-16.) 
Ordinarily shoulders are hard to make 
and are better left off. They can be used to 
best advantage if their use is reserved for 
‘emphasis in expressions, poses and takes. 

‘The suggestion of stomach and fanny 
can be had easily with his back arched. 


N 


Sec Fig. (1a-6-8-9) 

About the handling of Mick<y's head— 
we know it is good to keep the blacks and. 
whites well balanced so when Mickey has 
a smile, there is very little black, but when 
he changes to an expression with the 
mouth small, there would be too much 
black if we followed the mouth with the 
black the same distance away as on the 
smile. So it is better to cheat and not bring 
the black down so far. The mouth, as a 
rule is better kept inside circle of head; 
this doesn’t mean it has to always be 
drawn that way—especially not in dia- 
logue or big take, etc. 

‘The ears are better kept far back on the 
head and often act as a balance for the 
figure. However, do not shift them 
around on the head just to balance. 

Mickey's pants are to be handled as 
pants and not as made of metal. By that, I 
mean the pant-legs should drape over the 
legs and the pants between the legs should 
stretch as his legs , :t and react to the 
movement of body as all pants do. With a 
straight leg they would hang—with the 
knee lifted they would wrinkle and dray 
over leg, etc. 


1v. Minnie Mouse 


Drawn same as Mickey, sub 
skirt and lace pants for his pa 
high-heeled slippers in place of | 
with addi 


Minnie's poses and mannerism 
be definitely feminine, This m 
her expressions, reactions, ete, 

Minnie seems cuter with the: 
‘on her body—showing a large ex 
her lace panties. This skirt s 
starched and not hang limp, 

Her feet and hands are. 
clumsy, 

In order to make Minnie as fe 
possible, we should use e 
make-up to achieve this end; 
could be smaller than Mickey! 
be never open into so wide a 
expression, etc. Her eyelids 
could help very much in 
nine as well as the skirt s 
body on different poses, displayin 
Carrying the litle finger in an. 
position also helps, 
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\nalysis of Donald Duck 


Character and 
Personality 


Donald has developed into one of the 
most interesting screen comics. The audi- 
ence always likes him, provided he plays 
true to his own character. His best fea- 
tures are his cocky, show-off, boastful at- 
titude that turns to anger as soon as he is 
crossed; his typical angry gestures with 
which the audience is familiar, especially 
his fighting pose and his peculiar quack- 
ing voice and threats when angry. 

‘The Duck gets a bi out of impos- 
ing on other people or annoying them; but 
immediately loses his temper when the 
tables are turned. In other words, he can 
“dish it out” but he can't “take 

‘The Duck takes himself very seriously. 
He has a high opinion of himself, and as 
soon as anything goes wrong, he immedi- 
ately wants to fight, When he is pleased 
with himself, or happy about something 
he has done, we show his nervous charac- 
ter by wiggling his tail. I don't think it 
wise to use the tail wiggle when he is 
angry. 

He has a very suspicious nature; is 
quick-tempered but is just dumb enough 
to be trapped repeatedly into losing his 
temper. However, he is not as dumb as 
Pluto or the Goof. Donald cannot be fun- 
ny if the situation does not fit his peculiar 
‘mannerisms. 


. General Construction 
A. Body 


Donald is drawn as Fred Moore draws 
Mickey. He is one piece rather than 
two parts; has a pear-shaped body; is 
short, squatty, and is drawn to show 
weight in the body. Keep as much 
weight in him as possible, that is, feel 
that he is hugging the ground. To at- 
tain the best results, one leg is bent 
and the other kept straight. The 
straight leg is as short as possible, 
keeping the bulky mass down close to 
the ground. Keeping the leg up into 
the body and showing a sag under- 
neath will help to get a feeling of 
weight. 


B. Size of head and neck 


c. 


The size of the head is supposed to be 
half the size of the lower part of the 
body, and is kept round. 

To show anger, give a ruffled effect 
on the head; but otherwise keep the 
head smooth. 

The neck is thicker at the head than 
it is at the body end and is to be kept 
weighty, but not too long. 


Eyes, Bill, and Cheeks 


The most important thing about Don- 
ald is his expressions. A lot can be 
done in this connection with the eyes 
and the eyebrows. We also find that 
the hat and the position of the bill 
help the expression of the eyes. 

The eyebrows are used in the same 
way that Pluto’s eyebrows are used. 
Sometimes they protrude above the 
top circle of the head. 

The eyes are not round as in previ- 
ous pictures. They are more oval in 
shape and are kept to the side of the 
head. In this way more black can be 
used in the eyes for the expressions. 
When the eyes are closed, we break up 
the circle and animate it into a round- 
ness. 

The eyes are kept wide apart to give 
better expression and on a 3/4 view 
the eye on the opposite side is lost. 

The top part of the bill fits into the 
center of the head. Instead of there 
being a straight line from the top of 
the head down to the end of the bill, 
the corner of the bill curves into the 
inside of the head when he smiles or is 
happy; when Donald frowns or is 
angry, it protrudes on the outside of 
the circle of the head with a down-in- 
the-mouth feeling. 

We use cheeks on Donald only 
when we indicate chewing or blowing. 


Legs and Feet 


The legs are supposed to be short and 
squatty and the feet kept large to give 
more of a comedy effect. 

The feet have three toes and they 
are neither pointed nor long, but a 
happy medium between the two. He 
usually plops them down on a walk or 
run. 

The foot is drawn with a thickness 


so that in a 3/4 back view half raised 
we show an under side which can b 
painted to, as the “sole” is painted 
darker shade. 

Where the leg fits into the foot, i 
does not come right at the back end c 
the foot, but leaves a knob or a bit d 
heel. 


Arms, Hands and Tail 


The arms are kept thick to help in th 
weight, and the hands are made mor 
like real hands—rather long, wit 
three fingers and a thumb. In the fir 
drawings the hands were simply th 
ends of the wings with wing feather 

The tail is supposed to be like are 
ular duck's tail. There is a little flesh 
part before the feathers start on th 
tail, and they are kept curled wher 
ever possible, 


F. Hat and Jacket 


The jacket is to be rather loose, bu 
not so loose that it is floppy—loos 
enough to help in the flow of anim 
tion, 

The sleeves are a little loose aroun 
the wrist and the collar has a strip 
around the outer edge. 

The hat can be used effectively t 
help expressions and takes. Whe 
Donald is meek or when he is thin 
ing, the hat can sit straight on top c 
his head with the ribbon flowing i 
back; but to show anger it is good t 
have the hat down over his eyes an 
the ribbon falling down in front, 

Another established characteris 
‘of Donald's is that when his hat fli 
off on a take or in anger and lan 
on the ground, he absent-minded 
reaches down for it without looking 
it, picks it up, and slams it on his hea 
before going into the next action, 


ur. Line of Action 


When drawing Donald for a line of a 
tion, try to make the whole thing curl 
one line to give directness. 
A. Walks and Runs 
In walks to show cuteness, its be 
to have him walk pigeon-toed, and t 


draw the leg back and forth with the 
action of the body so it will make it 
look like a waddle, This can also be 
used in the run, 


Takes 


On takes, Donald is more active 
and more versatile than any of our 
characters. To show his nature, Don- 
ald's takes are almost to the extreme. 
‘That is, he jumps up in the air, turns 
fast whirls, gets himself all out of 
shape, and in general is fast and furi 
Qus to show his excitable nature, All 
his clothing, including hat and jacket, 

int in the direction of the take. 

The hat can be used to advantage 
by keeping it fastened to his head and 
pulled out of shape. Or it can also fly 
off imo the air, circle several times 


and land back on his head. 


1v. Dialogue 
The upper bill is to be kept more station- 
ary than the lower one, but not to the 
point of rigidity. The lower bill should be 
flexible, but not to the point of being rub- 
bery. 


To get the desired effect on “o” and 
“u” or on a blowing action, we distort the 
bill, 

When the bill is open wide and shows 
the inside of the upper bill, there is to be a 
black shadow effect above the tongue to 
give depth. There is a line around the in- 
side of the bill and also a throat line to 
give the painters a place for change of 
color, as the inside of the upper bill is a 
darker shade than the inside of the lower 
bill. 


v. Fighting Pose 


One of the characteristics the Duck had to 
start out with and one we have tried to 
keep, is his fighting pose. It was estab- 
lished by Dick Lundy in ORPHANS' 
BENEFIT, and we try to use it in every 
picture where he gets mad and wants to 
fight. It is an up and down movement of 
the whole body and one arm is held 
straight out with the fist up, The other 
arm moves as a pendulum, The timing of 
this action is that the body moves twice as 
fast as the arm that swings, Donald is usu- 
ally in dialogue in this action, and his 
straight-out arm doesn’t interfere with the 
action of the mouth, 


Refer to illustrations on all points covered, 


Fred Spencer 


IHluro's Hero: 


Dan's Booy 
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Analysis of Pluto 


1, Construction 
A. Body 


1. In the rough—shaped like a jelly 


bean 
2 


under the skin. 


3. General conception: Heavy dog. 
When he starts into action, there is 


lots of anticipation. 
Example: 


Pluto sitting down, moves over to 
sniff something. Before he gets up, 
anticipation of a sag with head out 
and body coming up before he at- 
tempts to get out of sitting posi 
tion. Head moves over to new 


position, 


B. Eyes 


1. General Expression: Dumb and 


sad-eyed 


2. Nobs over eyes like prominent eye- 
brows or furrows: always there. 
Example: ON ICE. Pluto slips, 
falls, Duck laughs offstage and 
Pluto looks back at tail, eye- 
brows down, conveying thought: 
“There's something wrong here." 


In cleanup—put in shoulders and 
shape it out for a feeling of bones 


Shifts eyes from tail to audience to 
make expression definite. Before 
shifting one eyebrow goes up, the 
other down. Eyes and eyebrows 
Straighten out, then eyes go from 
side to side. Head kept still during 
expression. 

‘When Pluto pauses for expres- 
sion or thought in a situation like 
trying to get on his feet in ON ICE, 
ing the eyes, definite pauses 
should be made at each end of the 
expression, with a definite move of 
the eyes from extreme to extreme, 
This helps to convey clearly the 
idea that Pluto is thinking. 


C. Ears: Handling for weight 


1. Pluto jumping up in air. Instead of 
having the ears carry through the 
same distance as the head, the first 
‘two or three drawings of the ears 
are slower to start. When he lands, 
the same holds good. The ears are 
still quite long and they come 
down with a sweep. In the extreme 
down there is a stretch and then 
they go up into a normal resting 
position. 


2. In a fast surprised take the ears 


shoot up faster, but settle the same 
way. 


3. In the case of a mild 
dumb look in the eyes, 
in three or four d 
they reach the ext 
might go additional 
accent then settle into. 
tion at the tips. (S 
head will look with t 
settle back, but usually 
more noticeable in actio 
head.) 


D. Jowls: When Pluto is sn 
ground, the jowis are 
they drag. 

E. Nose Wrinkles: Flexible, | 
four in number, 


u. Handling of 
Pluto for Action 


A. Pluto was originally a 
but has developed into 
In some instances he hi 
mated too much likea 
Out any weight to him, P 
dy value lies in using him 
cumbersome, awkward 
avoid the effect ofl 
he is used running, jumy 
itis well to bear in mind | 
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heavy dog would naturally need more 
anticipation to his run or jump, and in 
the case of a fall his land would take 
more stretching and recovery than 
that of a ter dog. In the case of a 
run Pluto would take half again the 
timing of a light weight dog in the 
same kind of run, 

Of course, there might be situations 
where it would be too straight for Plu- 
to to anticipate slowly. For example, if 
Pluto were to react very fast to some- 
thing that happens, the action follow- 
ing his reaction could be handled in an 
awkward or slow effect to give Pluto 
his weight, as in his jump out onto the 
ice in ON ICE, His slip was very fast 
but his turn over in the air gave the nec- 
essary weight for the land following. 

Ina jump where a small or light dog 
might take off quicker, in Pluto's case 
a good anticipation will give you the 
weight feeling and at the finish or 
land, a good sag to the body and legs 
toa stop position up, or follow take to 
another action, is helpful 


Slip Effect: (ON ICE) In all slips with 
his head, two drawings were used 
going up. When his foot slipped, his 
body sagged, at the same time. The 
head shot up and after he collapsed, 
the body landed very quickly, but the. 
head came around in an arc and then 
snapped through. When he hit, two 
drawings were squashed, then he 
came slowly out of it into a hold. He 
did not stop when he hit the ice. 


Rebounds: When Pluto leaps and 
lands, he lands front feet first and 
then back feet. The whole body sags 
and in coming up, if he is still to re- 
main in a crouch position, a drawing 
halfway between a first land position 
and the extreme sag position can be 
used as a final position for a hold. But 
in bringing him out of his lowest sag 
position, enough drawings are used to 
bring him up slowly into it so as to 
take up justa slight rebound. Possibly 
even in the case of him continuing the 
leap you could use the same rebound 
and then continue with him leaping 
forward into the air again, This is a 


good example of giving the feeling 
that Pluto is a heavy dog. (See 1-A-3) 

D. Sniff Action: Usually done in two 
drawings of two exposures each. One 
extreme down on the grout with 
nose touching ground, another ex- 
treme is the nose up and wrinkled. It 
also can be handled on one exposure 
with four drawings with extremes up 
and down using in-betweens—close to 
the extreme up on starting down and 
close to the extreme down on the start. 
wp. 

F. Snort Action: Anticipate back with 
Pluto’s head and keep nose in normal 
position. In shooting head forward 
the nose wrinkles and the bulb in- 
creases in size, showing the nostrils in 
the extreme position which is the 
accent of the snort. 

For a definite accent on the snort, 
draw back slowly with a swelling up 
of Pluto's body, together with a draw- 
back of the head and then shooting. 
into an extreme position with the nose 
wrinkled, mouth closed, teeth show- 
ing disgusted expression, and bulb 
showing nostrils, using one in-be- 
tween with a pause settling back slow- 
ly from the extreme position but still 
in an attitude of having snorted, 


G. Sneeze: Same as the snort except an 
‘open mouth is used. 


H. Barks: In a bark the teeth show a lit- 
tle with the upper lip curving over 
and the gum showing. In short barks 
which are done in 6's, 3's and 4's, a 
turned up effect is used on the jowls at 
the extreme position, giving the feel- 
ing of flesh in an extreme wide open 
mouth. 


m. Handling of 


Pluto for 
Expressions 


A. In the laying out of Pluto's action on 
exposure sheets before animating, itis 
hard to anticipate the necessary feel- 
ing in certain spots where expressions 


will be used. This sometimes means it 
will be necessary to add footage when 
such spots are reached in animation. 
For example, in the flypaper sequence 
(PLAYFUL PLUTO) as well as Pluto 
‘on ice skates (ON ICE), so much de- 
pended on the building up of the situ- 
ation and the pauses for Pluto to 
think about different ways of getting 
rid of the flypaper or getting up on his 
feet on the ice. Good expressions were 
necessary in these spots to build the 
gag or situation to a climax, To arrive 
at the footage needed for such spots, 
as well as the follow up in action, the 
‘animator has to feel the situation him- 
self. Of course, there can be too much 
time or stalling at certain points, al- 
though it has been found easier to cut 
down stalling in the rough test than to 
build up undertimed situations later 
on. The reason for this is that the ani- 
mator works spontaneously when he 
feels the situation, and trying to 
crowd things into a given footage han- 
dicaps him to the extent of breaking. 
the spontaneity of his work. This ap- 
plies to any situation in cartoons, 
gardless of character. Of course, in 
building up a situation or gag, the 
value of each piece of business should 
bbe determined as to the amount of 
footage it can stand. 


1v. General Working 


Method: 


In roughing out action in a scene a good 
method to follow is to work from extreme 
to extreme as the action is visualized. This 
helps to hold the spontaneity of the sit 
tion or gag and prevents the animator 
from dwelling too much on an unimpor- 
tant spot in the action. In going back over 
those drawings, extremes can be exagger- 
ated when necessary, or a new slant may 
be had on different points throughout. 


Jan.4,1936 


Norm Ferguson 


Analysis of the Goof 


It is difficult to classify the characteristics of 
the Goof into columns of the physical and 
mental, because they interweave, reflect and 
enhance one another. Therefore, it will prob- 
ably be best to mention everything all at once, 

Think of the Goof as a composite of an 
everlasting optimist, a gullible Good Samar 
tan, a half-wit, a shiftless, good-natured hick. 
he is loose-jointed and gangly, but not rub- 
bery. He can move fast if he has to, but would 
rather avoid any over-exertion, so he takes 
what seems the easiest way. He is a philoso- 
pher of the barber shop variety. No matter 
what happens, he accepts it finally as being for 
the best or at least amusing. He is willing to 
help anyone and offers his assistance even 
where he is not needed and just creates confu- 
sion. He very seldom, if ever, reaches his ob- 
jective or completes what he has started. His 
brain being rather vapory, it is difficult for 
him to concentrate on any one subject. Any 
little distraction can throw him off his train of 
thought and it is extremely difficult for the 
Goof to keep to his purpose. 

Yet the Goof is not the type of half-wit that 
is to be pitied. He doesn't dribble, drool or 
shriek, He has music in his heart even though 
be the same tune forever and I see him hum- 
ming to himself while working or thinking. He 
talks to himself because it is easier for him to 
know what he is thinking if he hears it first. 


His posture is nil. His back arches the 
wrong way and his little stomach protrudes. 
His head, stomach and knees lead his body. 
His neck is quite long and scrawny. His knees 
sag and his feet are large and flat. He walks on 
his heels and his toes turn up. His shoulders 
are narrow and slope rapidly, giving the upper 
part of his body a thinness and making his 
arms seem long and heavy, though actually 
not drawn that way. His hands are very sensi- 
tive and expressive and though his gestures are 
broad, they should still reflect the gentleman. 

Never think of the Goof as a sausage with 
rubber hose attachments. Though he is very 
flexible and floppy, his body still has a solidity 
and weight, The looseness in his arms and legs 
should be achieved through a succession of 
breaks in the joints rather than through what 
seems like the waving of so much rope. He is 
not muscular and yet he has the strength and 
stamina of a very wiry person. His clothes are 
misfits, his trousers are baggy at the knees and 
the pant legs strive vainly to touch his shoe 
tops, but never do. His pants droop at the seat 
and stretch tighly across some distance below 
the crotch. His sweater fits him snugly except 
for the neck and his vest is much too small 
His hat is of a soft material and animates a 
little. 

The Goof's head can be thought of in terms 
of a caricature of a person with a pointed 


dome—large, dreamy eyes, buck teeth. 
weak chin, a large mouth, a thick lower| 
fat tongue and a bulbous nose that 
larger on its way out and turns up. 


stupid, sleepy appearance, as though 
constantly straining to remain awake, 
course they can open wi 
accents. He blinks qui 

Heis very bashful, yet when som 
stupid has befallen him, he mugs the 
like an amateur actor with relatives 
audience, trying to cover up his emb 
ment by making faces and signalling tot 

He is in close contact with sprites, 
fairies and other such fantasia, Each ol 
piece of mechanism which to us is lifel 
a soul and personality in the mind. 
Goof. The improbable becomes real 
Goof is concerned. 

He has marvelous muscular control 
fanny. He can do numerous little 
with it and his fanny should be used wh 
there is an opportunity to emphasize a. 


This little analysis has covered the. 
from top to toes, and having come to hisi 
end, 
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